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'The  past  is  a  foreign  country',  L.  P.  Hartley  reminds  us  at  the  beginning  of  The 
Go-Between;  'they  do  things  differently  there'.  In  the  arts  we  spend  more  of  our 
time  in  this  territory  than  in  our  own  land,  savouring  its  confusing  yet  comforting 
ways,  enjoying  its  artistic  legacy  while  often  forgetting  its  political  and  social  shell 
in  our  enthusiasm  to  get  at  the  cultural  pearl.  Until  recently,  almost  instinctively, 
its  differences  were  absorbed  into  a  technological  assessment  of  music's  progress. 
We  assumed  the  superiority  of  the  later  over  the  earlier  ('the  seed  sown  by  Stamitz 
developed  into  the  full  Classical  symphony  of  late  Mozart'),  the  modern  over  the 
old  ('our  Steinway,  so  much  more  resonant  that  Mozart's  slight  forte  piano''),  the 
public  over  the  private  (the  opera  aria  over  devotional  hymn),  the  composer  over 
the  patron,  the  studied  phrase  over  the  impromptu  gesture.  But  it  was  not  always 
so,  and  a  delight  in  the  music  of  the  17th  and  18th  centuries  is  soon  tempered  by 
some  puzzlement  as  we  realize  that,  in  the  Age  of  Patronage,  they  did  things 
differently. 

The  lure  of  the  Baroque,  at  least  in  the  broad  view,  began  at  much  the  same  time 
as  the  arrival  of  the  LP.  It  had  been  preceded  by  another  important  20th-century 
invention,  the  concept  of  'chamber  orchestra'.  These  two,  with  the  connivance  of 
Vivaldi,  ensured  that  every  cultured  household  soon  had  daily  access  to  a  handful 
of  well-seasoned  concern;  everyone  was  indelibly  convinced  that  the  'Albinoni 
Adagio'  was  actually  by  Albinoni.  As  a  consultative,  sometimes  almost  archival, 
attitude  to  records  developed,  so  the  number  of  light  anthologies  declined,  and  the 
greatest  omissions  from  the  standard  concert  repertory  were  repaired;  we  began  to 
appreciate  the  clavichord  and  the  counter-tenor,  the  Bach  cantata  and  the  Handel 
opera  seriay  though  still  in  ignorance  of  their  appropriate  visual  and  social  setting. 

At  the  same  time  an  attitude  to  the  Baroque  developed  which  can  only  be 
described  as  'best  buy',  and  with  it  that  unfortunate  corollary  of  the  Ur-text,  the 
'Ur-performance'.  'Wie  es  eigentlich  gewesen'  ('As  it  really  was'),  the  catch-phrase 
of  Leopold  von  Ranke  in  the  1830s,  became  again  the  watch-word,  and  a  surfeit  of 
Olde  Musicke  made  life  in  the  recreative  arts  begin  to  look  like  one  endless  historical 
romance.  The  death  of  the  past  and  its  resurrection  as  history  can  produce  as  much 
nostalgia  as  archaeology;  the  challenge  in  all  recreative  arts  is  to  combine  the  science 
of  discovering  expression  in  texts  with  the  art  of  communicating  it. 

Some  commentators  still  hold  that  we  are  busy  historicizing  ourselves,  that 
musical  ventures  into  past  contexts  and  countries  are  a  form  of  creative  anachronism, 
as  misleading  and  laughable  as  Inigo  Jones's  certainty  that  Stonehengc  was  a  Roman 
monument.  The  opposing  school  would  counter  Ezra  Pound's  exhortation  to  'Make 
it  New'  with  a  demand  that  all  works  be  recreated  'brand  old',  taking  advantage  of 
historical  information  to  try  and  reconcile  the  demands  of 'then'  and  'now',  blending 
archaeology  and  passion.  Over  the  last  20  years,  it  has  been  the  Baroque  period  in 
particular  that  has  focused  our  attention  on  the  inherited  obligation  to  temper 
instinct  with  information.  A  dizzying  increase  in  available  repertory  and  styles  of 
performance,  constant  debate  on  the  value  of  Telemann  as  a  composer,  or  the 
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Baroque  oboe  as  an  instrument,  leaves  most  music-lovers  gasping  for  digestible 
information  and  a  sense  of  context. 

Cult  phrases,  fashionable  adjectives  and  buzz-words  confuse,  but  also  galvanize 
the  forum.  Once  it  was  'terrace  dynamics',  followed  by  'hemiola',  then  'non-vibrato'; 
tempo  and  metronome  markings  seem  to  be  the  present  kiwi-fruit  of  nouvelle 
musicologie,  but  may  soon  be  as  dated  as  Asphalt-Lyrik.  The  over-examined  term 
'authentic'  is  gradually  being  allowed  to  slink  back  to  its  old  position  (Lionel 
Trilling),  and  in  its  place  Andrew  Porter  has  suggested  HIP  -  the  Historically 
Informed  Performance.  This  concept,  well-designed  to  rebuild  bridges  and  demolish 
ghettos,  in  its  turn  requires  HAL  -  the  Historically  Aware  Listener.  This  sensible 
musician  seeks  to  strike  the  happy  mean,  and  develop  'informed  instinct',  the  heart 
endorsed  by  the  head. 

Such  a  form  of  accommodation  is,  I  feel,  one  of  the  most  elusive  aspects  of  any 
debate  on  performance,  simply  because  there  are  so  few  norms.  Some  artists  would, 
by  instinct,  like  to  see  themselves  as  rebels  against  all  information,  arguing  that 
information  is  old,  and  that  therefore  tradition  is  stultifying.  Others  would  so 
manipulate  their  instincts  that,  like  some  bonsai  creation,  they  become  totally 
constrained  by  external  information  and  devoid  of  natural  independence.  (This  is 
the  attitude  that  Stravinsky  is  so  often,  and  wrongly,  said  to  have  asked  of  his 
interpreters.) 

Part  of  the  problem  is  the  need  for  us  to  ignore  the  surface;  since  our  first  reactions 
may  often  be  lopsided  or  imperfectly  informed,  one  must  pass  to  that  state  where 
the  information  is  allowed  free  passage,  even  when  the  instinct  rebels.  I,  for  instance, 
have  an  instinctive  dislike  of  the  ornamented  form  of  capital  Q  in  the  type-face 
known  as  Bookman;  but  this  instinctive  recoil  is  balanced  by  the  ability  we  all  have 
to  look  through  the  actual  forms  of  letters  and  comprehend  words.  The  instinct  is 
subordinated  to  the  information,  and  I  do  not  feel  any  personal  animosity  towards 
either  Queen  Elizabeth,  Quantz  or  the  Salomon  Quartet. 

Bertrand  Russell  prescribed  'immunity  to  eloquence'  as  a  condition  of  intelligent 
appraisal  of  writing,  and  the  same  also  goes  for  musical  interpretation  that  needs 
must  begin  with  a  cool  appraisal  of  the  printed  note.  Of  course  one  is  moved,  of 
course  one's  heart  responds  and  one  hopes  to  be  the  medium  whereby  an  audience's 
collective  heart  resonates  in  consonance  with  this  feeling.  But  it  is  very  easy,  in  these 
days  of  'one  size  fits  all',  to  over-react,  to  milk  the  passing  moment  for  more  than 
it  asks  or  more  than  the  structure  can  bear;  'tasteful'  is  out,  'dramatic'  is  in,  the 
composer's  expectations  arc  superseded  by  those  of  the  marketeers  -  'Does  it  sell?', 
'Do  they  applaud?'  -  and  an  interpretative  school  based  on  the  'Look  at  Me!' 
principle. 

Such  display  of  over-indulgence  in  personal  vanity  on  a  podium  (or  even  from 
the  harpsichord),  the  'Moi!'  school,  is  very  similar  to  the  type  of  Shakespearian 
acting  on  which  I  was  brought  up;  every  line  was  spoken  in  italics,  with  sudden 
underlining  and  shocking  CAPITALIZATION  to  add  yet  more  emphasis.  When 
Pelion  was  finally  in  place  on  Ossa,  I  was  left  wondering  what  had  happened  to  the 
poetry  -  sometimes  even  to  the  story. 

We  have  conditioned  ourselves  to  extremes  of  stimulation  incompatible  with  the 
code  of  intention  of  the  creator.  We  have  asked,  as  it  were,  for  the  Rembrandt  to 
be  relegated  to  the  gallery  store-room  and  a  12-times  enlargement  with  'colour 
enhancement'  to  be  hung  in  its  place.  A  silly  analogy,  you  may  say;  but  if  a  painting 
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were  to  dissolve  into  small  pots  of  its  component  colours  at  the  end  of  every  day  as 
the  gallery  doors  closed,  imagine  how  scrupulously  you  would  ask  the  staff  to  follow 
the  artist's  prescription  when  the  paint  was  reapplied  to  the  canvas  the  following 
morning.  In  the  concert-hall,  where  there  is  less  credit  for  similar  scruples,  the 
cavalier  approach  to  'enhanced'  interpretation  can  lead  to  a  total  destruction  of  the 
composer's  code  of  intentions  and  system  of  rhetoric,  a  crime  surely  worse  than  the 
employment  of  an  incorrect  accidental,  a  tasteless  ornament  or  a  less  than  authentic 
instrument. 

Like  the  new  and  (we  hope)  passing  enthusiasm  for  devising  ever  more  coloured 
versions  of  old  black  and  white  movies,  it  amounts  to  laying  on  more  paint  rather 
than  cleaning  the  picture.  I  have  to  confess  to  an  old-fashioned  preference  for  Handel 
the  colour  he  started  off.  You  may  rightly  ask  how  can  one  be  so  presumptuous  as 
to  'know'  what  that  was,  but  I  would  rather  make  some  progress  along  such  a  line 
of  thought,  even  with  difficulty  and  experiment,  than  sell  out  to  the  school  of 
obligatory  italics  and  car-chases  which  presupposes  that  whatever  colour  he  was,  it 
wasn't  good  enough.  The  historical  approach  is  far  from  limiting;  it  actually  offers 
a  greater  freedom  of  choice,  a  multiple  choice  of 'correct'  readings.  But  it  will  inhibit 
most  musicians  from  following  the  uninhibited  creed  of  Wanda  Landowska  who 
declared  that,  however  others  played  his  music,  she  played  Bach  his  way. 

The  new  and  undogmatic  spirit  will,  I  believe,  eventually  lead  towards  a  co- 
ordination where  instinct  and  information  begin  to  mesh,  that  delicious  moment 
when  it  suddenly  sounds  and  feels  'inevitable'.  Maybe  it  is  not  'as  it  really  was'; 
who  knows?  We  will  surely  continue  on  the  path  of 'knit  your  own  Baroque',  but  at  least 
with  a  healthy  spirit  of  agnosticism  it  will  be  with  more  regard  to  the  prescribed 
pattern  and  purpose  and  less  for  the  perverse  pleasure  of  hearing  the  needles  clash. 

Christopher  Hog  wood 
Cambridge 
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By  acquiring  this  book,  you  have  gained  the  materials  for  exploring  anew  the 
Baroque  era  of  music.  The  Companion  to  Baroque  Music  is  designed  to  be  accessible 
to  enthusiasts  while  at  the  same  time  being  a  useful  tool  for  specialists.  Those 
seeking  a  potted  history,  listening  notes  for  the  best-loved  works  or  neatly-columned 
worklists  will  be  disappointed;  but  these  are  to  be  found  in  the  classic  work  by 
Manfred  Bukofzer,'  the  more  recent  surveys  of  Claude  Palisca2  and  Lorenzo  Bian- 
coniJ  and  The  New  Grove  Dictionary  of  Music  and  Musicians.*  By  its  very  nature,  a 
companion  repays  the  time  one  spends  with  it.  And  as  with  a  friend,  the  Companion 
cannot  be  all  things  to  all  people,  although  it  is  hoped  that  with  familiarity  will 
come  greater  pleasure  and  fresh  insights  into  a  much-loved  repertory. 

I  have  attempted  to  present  music  and  musicians  in  terms  of  their  social,  temporal 
and  topographical  contexts.  The  traditional  biographical  dictionary  of  composers, 
performers,  writers  on  music,  instrument  makers,  music  publishers  and  the  like  is 
here  parcelled  out  geographically  by  country  and  in  some  cases  by  region  or  city. 
Each  smaller  'dictionary'  is  augmented  by  a  mine  of  cross-references  to  secondary 
places  of  work  (though  not  necessarily  of  study  or  apprenticeship),  which  may  alert 
the  browser  to  the  varied  foreign  influences  at  work  in  a  given  place,  besides 
explaining  the  absence  of  an  entry  from  that  particular  dictionary.5  The  separation 
of  musicians  by  locality  also  points  up  the  phenomenon  of  'centres  of  excellence'  - 
violin  making  in  Cremona,  brass  instrument  making  in  Nuremberg,  organ  building 
in  North  Germany,  publishing  in  Amsterdam  and  London,  singing  in  Ferrara, 
Florence  and  Mantua,  string  playing  in  Bologna,  Milan  and  Paris,  and  opera  in 
Venice,  Naples,  Dresden  and  Hamburg. 

The  index  coordinates  the  various  regional  dictionaries  in  addition  to  providing 
references  to  the  overviews  written  by  specialists  and  to  the  essays  under  the  headings 
'Baroque  Forces  and  Forms'  and  'Performing  Practice  Issues',  as  well  as  to  the 
Chronology.  The  maps  may  provoke  new  thoughts  about  the  proximity  of  musicians 
and  institutions  and  their  roles  in  the  dissemination  of  styles  and  taste. 

The  Companion  to  Baroque  Music  subscribes  to  the  boundaries  traditionally  set 
for  this  period  of  music,  namely  the  years  1600- 1750,  which  embody  -  though  not 
exclusively  -  the  age  of  the  basso  continuo,  symbolized  by  the  birth  of  opera  in 
Florence  at  the  outset  and  the  death  of  J.  S.  Bach  at  the  close.  But  nothing  is  ever 
quite  that  tidy  in  the  history  of  man,  not  to  say  of  music.  The  last  decade  of  the 
1 6th  century  witnessed  the  deaths  of  Zarlino  (1590),  Palcstrina  (1594)  and  Lassus 
(1594),  all  of  whom  greatly  affected  17th-century  composers;  indeed,  Giovanni 
Gabrieli  lived  only  a  few  years  into  the  century  but  exerted  a  profound  influence 
upon  several  generations  of  composers.  Just  beyond  the  other  end  of  our  arbitrary 
spectrum  arc  the  'Quercllc  des  Bouffons'  (1752),  the  publications  of  Quantz,6  J.  J. 
Rousseau,7  C.  P.  E.  Bach8  and  L.  Mozart9  which  report  earlier  18th-century 
instrumental  practices,  and  the  death  of  Handel  (1759). 

The  biographical  coverage  of  the  Companion  is  of  course  selective.  Great  effort 
has  been  made  to  balance  it.  The  reader  may,  however,  become  aware  of  'national 
styles'  within  the  dictionaries,  although  all  the  entries  are  the  work  of  a  single  author; 
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this  impression  would  seem  largely  to  be  the  result  of  the  character  of  the  source 
materials,  but  it  is  also  a  reflection  of  the  apparently  inextinguishable  esprit  du  temps 
or  Zeitgeist.  By  isolating  traditions  of  music-making  -  composers  and  their  proteges  - 
within  a  geographical  hierarchy,  we  can  make  a  fresh  set  of  comparisons.  The 
presence  of  entries  and  cross-references  to  resident  foreign  musicians  (as,  for  example 
the  Germans  in  Poland)  adds  further  colour  and  perspective  to  our  impressions  of 
the  musical  life  in  these  places  and,  in  the  course  of  the  period,  reveals  interesting 
changes  in  the  patterns  of  the  migration  of  musicians,  which  is  in  general  from  south 
to  north. 

As  to  who  qualifies  for  inclusion,  it  is  those  composers  and  musicians  who 
flourished  during  the  period  1600-1750.  Those  born  in  the  late  16th  century  who  - 
though  perhaps  better  known  as  exponents  of  Renaissance  music  -  nevertheless 
flourished  for  a  significant  time  in  the  17th  century  and  contributed  works  or 
performances  in  the  seconda  prattica  (such  as  monody)  appear;  those  born  after  171 5, 
with  certain  exceptions,10  do  not.  Characteristic  of  composers  of  the  early  17th 
century  is  the  versatility  of  their  compositional  techniques,  which  enabled  them  - 
by  necessity  -  to  produce  works  in  both  prima  and  seconda  prattica,  depending  upon 
the  commission.  By  contrast,  the  modes  of  expression  employed  by  most  early  18th- 
century  composers  tended  to  evolve  from  their  own  particular  inherited  late-Baroque 
national  style  to  a  single  (derivative  though  some  were),  often  lighter-weight  and 
more  cosmopolitan  galant  or  pre-Classical  style. 

The  somewhat  unorthodox  format  of  the  Companion  is  intended  to  help  the  reader 
re-examine  assumptions  and  confront  fallacies.  The  essays  on  places  address  the 
social  conditions  under  which  musicians  worked  and  which  determined  the  evolution 
of  art  music.  In  this  sense,  the  essays  provide  a  counterbalance  for  the  dictionaries, 
in  which  I  have  sought  to  present  the  human  face.  The  intimate  scale  of  the 
individual  dictionaries  should,  for  example,  enable  the  reader  to  gain  an  impression 
of  what  it  was  like  to  be  a  musician  in  a  given  place:  the  spectrum  of  employment 
opportunities"  and  the  'pecking  order'  within  different  generations  of  musicians,  as 
well  as  their  relative  openness  to  outside  influences. 

As  with  'Places  and  People',  the  annotated  Chronology  is  meant  to  be  consulted 
in  a  variety  of  ways.  To  be  sure,  most  of  the  details  contained  within  it  appear 
elsewhere  in  the  book,  but  by  its  format  the  Chronology  reveals  the  synchrony  of 
events  and  presents  a  wide-ranging  if  cryptic  musical  history  of  the  era  as  a  whole. 
Whether  one  surveys  a  year  or  a  decade,  follows  the  events  of  a  controversy  -  of 
which  there  were  many  -  or  consults  it  like  a  musical  Guinness  Book  of  Records,  a 
greater  sense  of  connections  between  musicians  will  inevitably  emerge. 

The  format  of  the  Chronology  reflects  the  geographic  ordering  of  the  'Places  and 
People'  section  and  presents  both  significant  details  of  the  lives  of  musicians  and 
events  relating  to  institutions  and  music.  Consequently,  the  relative  import  of  the 
events,  however  selectively  chosen  for  inclusion,  may  not  always  be  self-evident. 
This  provides  a  useful  example  of  how  the  dictionaries,  index  and  chronology 
can  be  used  complementarily:  references  to  important  performances  -  such  as 
Monteverdi's  LOrfeo  (1607),  Luigi  Rossi's  Orfeo  (1647),  Cesti's  // porno  a"oro  (1668), 
Lully's  Cadmus  et  Hermione  (1673),  Fux's  Costanza  e  Fortezza  (1723),  Gay's  Beggar  s 
Opera  (1728),  Rameau's  Hippolyte  et  Aricie  (1733)  and  the  Dublin  Messiah  (1742)  - 
or  the  effect  of  the  death  of  a  composer  such  as  Lully  (1687),  or  the  influence  of  a 
publication  such  as  Corelli's  op.  5  violin  sonatas  occur  in  many  entries.  Also  included 
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in  the  Chronology  are  those  works  familiar  to  most  Baroque  music  lovers,  such  as 
PurcelPs  Dido  and  Aeneas  (1689),  Handel's  Rinaldo  (171 1),  Bach's  Brandenburg 
Concertos  and  the  B  minor  Mass,  which  made  little  or  no  impact  on  the  course  of 

music  history.  The  reader  may  therefore  distinguish  between  the  forces  of  musical 
evolution  and  music  appreciation. 

What,  then,  about  the  music  and,  in  particular,  how  it  should  be  performed? 
These  topics  are  properly  the  domain  of  the  essays  on  forces  and  forms,  in  which 
the  qualities  of  the  voices,  the  state-of-the-art  instruments  and  the  predominant 
forms  and  genres  are  surveyed.  In  each  of  these  realms  the  aesthetic  elements  of 
national  styles  and  'good  taste'  are  factors,  and  the  commonly  held  assumptions  of 
their  day  -  along  with  a  discussion  of  what  is  meant  by  'authenticity',  how  and  why 
it  is  so  zealously  pursued  in  our  day,  and  what  the  listener  should  look  for  in  a  live 
or  recorded  performance  -  form  the  subjects  of  the  essays  in  the  section  entitled 
'Performing  Practice  Issues'. 

Make  of  it  what  you  will. 

Julie  Anne  Sadie 
London 


Notes 

1  Musk  in  the  Baroque  Era  (New  York,  1947);  chaps.  1  ('Renaissance  versus  Baroque  Music'); 
12  ('Sociology  of  Baroque  Music'). 

2  Baroque  Music  (Englewood  Cliffs,  2/1981). 

3  Music  in  the  Seventeenth  Century  (Cambridge,  1987). 

4  S.  Sadie,  ed.  (London,  1980),  20  vols. 

5  Those  musicians  of  no  fixed  abode  who  toured  throughout  their  careers  are  gathered 
together  in  the  sections  labelled  Itinerant  Musicians. 

6  Versuch  einer  Anmeisung  die  Flbte  traverstere  zu  spielen  (Berlin,  1752;  Eng.  trans,  and  ed. 
E.  R.  Reilly,  1966). 

7  Lettre  sur  la  musique  francaise  (Paris,  1753;  excerpts  chosen  by  O.  Strunk,  Eng.  trans,  and 
ed,  in  Source  Readings  in  Music  History,  New  York,  1950). 

8  Versuch  iiber  die  wahre  Art  das  Clavier  zu  spielen  (Berlin,  1753,  1762;  Eng.  trans,  and  ed. 
W.  J.  Mitchell,  1949),  2  pts. 

9  Versuch  einer  griindlichen  Vtolinschule  (Augsburg,  1756;  Eng.  trans,  and  ed.  E.  Knocker, 
2/I951)- 

10  Some  will  protest  that  entries  on  Boyce,  Burney,  Hawkins,  La  Bordc,  C.  P.  E.  Bach  and 
even  Domenico  Scarlatti  do  not  belong  in  a  dictionary  of  Baroque-era  musicians,  but  in  each 
case  the  subject  either  composed  in  the  late  Baroque  style  or  wrote  about  it,  its  traditions 
and  exponents. 

11  One  has  only  to  contrast  the  frustrations  suffered  by  Monteverdi,  Schiitz  and  J.  S.  Bach 
on  account  of  their  employers  with  the  freedom  to  travel  enjoyed  by  Froberger,  Handel  and 
Hasse  (not  to  mention  the  castratos  and  the  prima  donnas). 
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An  Italian  Overview 

Prince  Mcttcrnich's  notorious  dismissal  of  Italy  as  4  a  geographical  expression'  did 
not  lack  a  grain  of  truth  at  the  time  of  writing  (1849).  As  late  as  the  19th  century  it 
was  still  possible  to  argue  that  cultural  and  linguistic  unity,  of  which  Italy  had  for 
centuries  enjoyed  a  fuller  measure  than  many  of  her  European  neighbours,  was 
irrelevant  to  political  allegiance,  a  factor  more  dependent  on  dynastic  fortunes, 
diplomatic  adjustments  and  military  successes.  A  complex  history  of  foreign 
invasion,  inter-city  rivalry  and  the  ruthless  pursuit  of  personal  ambition  -  all  of 
these  complicated  by  the  presence  on  Italian  soil  of  the  papacy  -  lay  behind  the 
periodically  shifting  political  mosaic  that  the  peninsula  presented  at  the  beginning 
of  the  modern  era. 

Not  too  much  should  be  made  of  the  distinction  between  native-ruled  and  foreign- 
ruled  territories,  since  the  latter  drew  most  of  their  officialdom,  including  their 
governors  or  viceroys,  from  the  local  elites  and,  until  the  Age  of  Reform,  interfered 
little  with  traditional  laws  and  customs.  Nevertheless,  the  foreign  dimension  in 
Italian  politics  aided  the  spread  of  Italian  culture  outwards,  leading  to  a  curious 
'domination'  in  reverse  through  which  Italian,  not  German,  became  the  language 
of  polite  conversation  and  of  letters  at  the  imperial  court  in  Vienna;  between  Spain 
and  Italy,  however,  the  cultural  exchange  was  less  one-sided  (though  in  music  Italy 
dominated). 

During  the  period  of  the  musical  Baroque  in  Italy,  roughly  from  1600  to  1750, 
three  large  territories  remained  constantly  under  either  imperial  or  Spanish  rule. 
The  duchy  of  Milan  (Lombard)  )  and  the  kingdoms  of  Naples  and  Sicily  all  belonged 
to  Spain  until  by  the  Peace  of  Utrecht  (1713),  concluding  the  War  of  the  Spanish 
Succession,  Milan  and  Naples  were  transferred  to  Austria  (Sicily  followed  in  1720, 
exchanged  with  Savoy  for  Sardinia).  The  Treaty  of  Vienna  (1735,  ratified  1738), 
concluding  the  War  of  the  Polish  Succession,  returned  Naples  and  Sicily,  under  a 
common  crown,  to  Spain,  although  not  as  a  hereditary  possession;  its  first  king  was 
the  Infant  Don  Carlos.  Other  territories  came  during  our  period  under  the  sway  of 
the  Habsburgs  or  the  Spanish  Bourbons  through  force  of  arms  or  a  dynastic  void. 
The  duchy  of  Mantua,  ruled  by  the  Gonzagas  since  1328,  paid  the  price  for 
supporting  France  against  Austria  despite  being  an  imperial  fief  and  became  attached 
to  the  empire  in  17 10;  the  duchy  of  Parma  and  Piacenza,  alienated  from  the  papacy 
in  1545  by  Pope  Paul  III,  who  donated  it  to  his  natural  son  Pierluigi  Farnese, 
passed,  through  the  marriage  of  Elisabctta  Farnese  into  the  Spanish  Bourbons,  to 
a  cadet  branch  of  the  Spanish  royal  house  in  1 73 1 ;  the  grand  duchy  of  Tuscany 
came  to  the  Austrians  (though,  like  Parma  and  Piacenza,  not  as  a  hereditary 
possession)  when  Franz  Stcphan,  Duke  of  Lorraine  and  later  emperor,  succeeded 
Gian  Gastone,  last  of  the  Medici,  in  1737. 

Cutting  a  broad  swathe  across  central  Italy,  with  considerable  extensions  to  the 
south-west  (Rome)  and  north-east  (Bologna,  Ferrara),  were  the  13  provinces  making 
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up  the  Papal  States.  These  provinces,  each  administered  by  a  high-ranking  church- 
man with  a  title  such  as  legate,  vice-legate  or  governor,  enjoyed  a  considerable 
degree  of  freedom  from  Rome  in  secular  affairs,  often  preserving  elements  of  an 
earlier  history  as  principalities  or  free  communes.  Ferrara,  indeed,  reverted  to  the 
church  only  in  1598,  after  Alfonso  II  d'Este,  whose  family  had  held  the  duchy  as 
papal  vicars  since  1332,  died  without  male  issue;  the  duchy  of  Urbino,  since  1508 
held  by  the  Delia  Rovere  family,  devolved  similarly  in  1631.  Whereas  Lombardy, 
Sicily,  Naples  and  most  of  the  other  territories  we  shall  discuss  were  highly  cen- 
tralized -  reducible,  ultimately,  to  a  capital  city  and  its  hinterland  -  the  Papal  States 
resembled  more  an  agglomeration  of  self-contained  statelets,  each  with  its  historic 
capital:  Rome,  Bologna,  Ravenna,  Ancona  and  so  on. 

Of  the  independent  territories  other  than  those  whose  absorption  by  Spain  or 
Austria  has  already  been  mentioned  the  most  important  were  the  duchy  of  Savoy 
(including  Piedmont)  in  the  north-west,  the  republic  of  Venice  in  the  north-cast 
and  the  duchy  of  Modena  north  of  Tuscany.  Savoy,  which  officially  became  part  of 
the  kingdom  of  Sardinia  after  1720,  bore  strong  traces  of  its  continuous  involvement 
over  the  centuries  with  France.  French  was  the  language  of  the  court  at  Turin,  and 
the  extent  of  French  influence  is  illustrated  by  the  fact  that  whereas  the  rest  of  the 
peninsula  mostly  kept  'Italian'  time,  in  which  the  24-hour  cycle  began  at  nightfall 
(the  system  goes  back  to  medieval  times  and  is  related  to  the  canonical  hours),  Savoy 
kept  Trench'  time,  beginning  the  cycle  at  midnight. 

Venice,  whose  extensive  administrative  area  on  the  Italian  mainland  -  the  so- 
called  'Terraferma  veneta',  or  'Veneto'  -  stretched  from  Bergamo  in  the  west  to 
Udinc  in  the  cast  and  bordered  the  Po  in  the  south  (we  will  ignore  here  her 
possessions  along  the  western  seaboard  of  modern  Yugoslavia  and  Greece  and 
elsewhere  in  the  eastern  Mediterranean),  was  in  some  respects,  geographical  and 
cultural,  only  peripherally  Italian;  yet  in  political  terms  she  represented  the  concept 
of  'Italy',  past  and  -  many  believed  -  future,  better  than  any  other  state,  having 
arisen  from  the  debris  of  the  Western  Roman  Empire  and  against  all  odds  preserved 
her  independence  ever  since.  Venice's  elaborate  constitution,  which  reserved  political 
power  for  a  patrician  class  comprising  between  2.5  and  4%  of  the  population  of  the 
city  of  Venice,  and  many  observances  in  her  public  life  (such  as  the  wearing  of  the 
toga  by  her  nobles  and  the  long  prohibition  of  wigs  in  the  Great  Council)  emphasized 
symbolically  this  historical  or  where  history  failed  -  mythical  succession  to 
republican  and  imperial  Rome.  Her  proximity  to  the  Ottoman  empire  in  the  cast 
and  to  Austria  and  Germany  in  the  north  (via  major  Alpine  passes,  notably  the 
Brenner),  made  Venice  a  favoured  entrepot  for  cultural  as  well  as  material  products. 
Even  after  her  manufacturing  industry,  like  that  of  virtually  all  Italy,  had  gone  into 
decline  in  the  16th  and  17th  centuries,  and  her  maritime  activity  was  curtailed  by 
increasingly  successful  competition  from  English  and  French  fleets  in  the  18th 
century,  Venice  kept  afloat  through  the  development  of  agriculture  on  the  mainland 
and  the  growth  of  tourism  -  the  term  is  not  anachronistic  -  in  the  capital;  it  has 
been  estimated  that  in  the  years  around  1700  there  were  in  Venice  at  Carnival  time 
(January  and  February)  around  30,000  foreign  visitors,  as  compared  with  only 
140,000  permanent  residents. 

Modena  and  Reggio,  which  were  ruled,  together  with  Ferrara,  by  the  Este  family, 
remained  in  its  possession  after  the  cession  of  Ferrara  to  the  papacy.  The  consequent 
removal  of  the  Este  court  from  Ferrara  to  Modena  ushered  in  a  period  of  intense 
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cultural  activity  belying  Modena's  slight  political  significance,  especially  under 
Francesco  II  (reigned  1662-94). 

For  completeness,  a  group  of  small  independent  states  adjoining  Modcna  must 
be  mentioned:  the  republic  of  Lucca  to  the  south;  the  duchy  of  Massa  and  Carrara 
to  the  west;  the  republic  of  Genoa  further  west,  curling  round  the  coastline.  None 
of  these  distinguished  itself  in  music  betw  een  1600  and  1750,  and  we  shall  hear  no 
more  of  them. 

If  the  political  map  of  Italy  seemed  to  bear  out  Mcttcrnich's  words,  two  factors 
tended  to  weld  the  fragments  together;  the  Italian  language  and  the  Roman  Catholic 
church.  Although  the  people  spoke  -  and  still  speak  -  an  immense  variety  of  dialects, 
a  common  literary  language  had  been  forged  in  the  13th  and  14th  centuries  through 
the  examples  of  Dante  (1265-1321),  Petrarch  (1304-74)  and  Boccaccio  (1313-75). 
Despite  its  label  of  Tuscan,  since  it  was  associated  historically  with  the  region  of 
Florence,  this  literary  Italian  was  soon  cultivated  by  the  educated  throughout  Italy, 
so  that  no  irony  attaches  to  the  fact  that  the  first  great  codifier  of  Italian  linguistic  and 
literary  usage,  Pietro  Bembo  (1470— 1547),  was  a  Venetian.  It  is  worth  mentioning, 
however,  that  Venetian  dialect  aspired,  like  lowland  Scottish,  to  an  independent 
literary  status;  writing  in  dialect  -  with  some  relevance  for  comic  opera  -  also 
existed,  notably  in  Bologna  and  Naples. 

At  a  time  -  the  1 7th  century  -  when  the  literary  cultures  of  some  other  European 
nations  had  hardly  begun  to  acquire  their  classic  works,  the  Italians  could  look  back 
on  a  tradition  of  lyric  and  epic  poetry,  drama  and  prose  spanning  four  centuries. 
But  it  was  a  conservative  tradition  that  weighed  down  heavily  on  the  writer, 
challenging  him  with  precedents  at  every  turn.  This  tendency  to  conservatism  was 
reinforced  by  the  unique  relationship  to  Latin  that  Italian  enjoyed.  The  visible 
reminders,  natural  and  man-made,  of  the  Roman  past;  the  lexical  and  grammatical 
similarities  of  the  two  languages;  the  wide  acquaintance  with  classical  authors 
stimulated  by  the  Renaissance  humanists  and  the  development  of  printing:  all  these 
made  the  work  of  the  writers  of  Antiquity  as  relevant  as  that  of  the  post-Dante 
Italian  school.  When  one  reads  the  argomento  before  the  libretto  of  an  Italian 
Baroque  opera,  where  the  source  of  the  plot,  in  Ov  id  or  Livy  perhaps,  is  dutifully 
identified,  one  realizes  that  the  classical  author  is  as  close  to  the  experience  of  the 
opera-goer  as  an  Ariosto  or  Tasso. 

The  symbiosis  of  Italian  and  Latin  is  strikingly  illustrated,  albeit  unhappily  from 
a  literary  standpoint,  in  the  Latin  texts  of  Baroque  motets,  which,  if  we  can  believe 
Grosley,  were  often  penned  by  sacristans,  thus  men  of  only  moderate  education;1 
here  the  accidence  of  Latin  is  wondrously  assimilated  to  the  syntax  and  fashionable 
imagery  of  contemporary  Italian  to  produce  a  result  too  smooth  and  innocent  to 

deserve  the  epithet  'barbarous'. 

Almost  without  exception  the  letterato  was  not  a  professional  writer  in  the  modern 
sense  but  a  member  of  the  leisured  elite  (the  aristocracy  and  upper  citizenry),  hence 
distinctly  superior  socially  to  the  typical  musician,  who  belonged  to  the  artisan  class. 
For  this  reason  opera  librettos  giv  e  the  name  of  the  author  of  the  drama  as  a  matter 
of  course  but  that  of  the  composer  of  the  music  as  a  mere  courtesy,  easy  to  forget. 
Whereas  musicians  organized  themselves  on  a  local  basis  in  associations  like  the 
Venetian  Societa  S  Cecilia  (founded  in  1690)  that  were  concerned  primarily  with 
their  members'  welfare,  writers  came  together  on  a  wider,  sometimes  national  basis, 
and  with  purely  artistic  goals  in  mind.  These  literary  clubs  were  commonly  known 
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as  'academies'  (accademie),  a  term  borrowed  from  the  garden  near  Athens  in  which 
Plato  and  his  followers  once  met  and  which,  confusingly  for  us  today,  was  used  in 
many  other  senses  in  Baroque  Italy  (for  a  private  concert,  for  a  literary  or  musical 
composition  performed  in  public,  for  an  educational  institution  etc.).  The  Camerata, 
which,  meeting  in  Florence  between  around  1573  and  1587  in  the  house  of  Count 
Giovanni  de'  Bardi,  provided  an  intellectual  basis  for  the  introduction  of  monody 
and  therefore,  indirectly,  of  opera,  was  such  an  academy.  Another  famous  and 
influential  example  was  the  Arcadian  Academy  (Accadcmia  degli  Arcadi)  set  up 
formally  in  Rome  in  1690  to  honour  the  memory  of  the  late  Queen  Christina  of 
Sweden,  a  leading  patron  of  literature  and  the  other  arts.  In  order  to  recreate  in 
their  imagination  the  Peloponnesian  Arcadia  of  old  the  members  all  adopted  'Arca- 
dian' names  proper  to  shepherds  or  nymphs  and  participated  in  pseudo-classical 
ceremonies.  Their  essential  business,  however,  was  the  classically  inspired  reform 
of  taste  in  Italian  letters,  to  be  achieved  by  purging  from  them  the  uncouth  and 
unseemly.  The  prestige  of  the  Arcadians  grew  so  fast  that  within  a  few  years  many 
existing  literary  academies  in  other  cities  had  become  affiliated  to  Arcadia,  while 
others  were  created  as  'colonies'.  Arcadia  became  a  nation-wide  network  of  clubs 
imposing  common  literary  standards  that  one  finds  observed  equally  in  the  Venetian 
Apostolo  Zeno  (1668-1750)  and  the  Roman  Pietro  Metastasio  (1698-1782),  the  two 
most  eminent  writers  of  melodrammi  in  the  first  half  of  the  18th  century. 

The  short-lived  Societa  Albrizziana  (1724-45),  named  after  the  Venetian  printer 
who  founded  it,  even  surpassed  the  Arcadians  in  the  breadth  of  its  membership, 
which  grew  to  over  800  both  inside  and  outside  Italy  and  included  a  pope  (Benedict 
XVI)  and  14  cardinals.  It  demonstrates  how  truly  national  in  character  and  homo- 
geneous in  outlook  the  literary  environment  of  Italy  was. 

The  religious  environment  was  almost  as  homogeneous.  What  religious  minorities 
there  were  -  notably  Waldenses  in  Piedmont  and  Jewish  communities  in  several 
cities  -  had  a  low  social  profile  and  lived,  from  the  point  of  view  of  the  majority, 
on  the  margins  of  national  life.  In  the  spiritual  sphere  the  papacy  was,  on  one  level, 
supranational,  but  the  recruitment  of  all  popes  and  most  curial  officials  from  the 
Italian  elite  and  the  residence  of  most  cardinals  (a  disproportionate  number  of  them 
also  Italians)  in  Rome  lent  Italian  Catholicism  a  peculiarly  indigenous  quality. 

The  demographic,  economic  and  social  significance  of  the  Italian  clergy  can 
hardly  be  overstated.  It  comprised  not  only  parish  priests  and  the  hierarchy  set 
above  them  but  also  monks  and  nuns,  'regular  clerks'  in  non-monastic  orders  such 
as  those  of  the  Jesuits  and  the  Barnabites,  and  secular  priests  (abati).  With  no  public 
system  of  education  in  existence,  the  regular  clerks  -  Jesuits,  Somaschians  and 
Scolopi  (these  last  pioneers  of  free  schooling  in  the  vernacular  for  the  poor)  — 
dominated  the  instruction  of  the  young,  while  the  secular  clergy  formed  a  vital 
element  of  the  intelligentsia  in  a  society  where  the  church  provided  almost  the  only 
means  of  upward  mobility  for  the  mass  of  the  population. 

The  size  of  the  clergy  in  relation  to  the  total  population  varied  quite  considerably 
from  state  to  state.  In  Tuscany,  where  about  half  the  land  was  in  church  hands, 
they  numbered  27,000,  or  around  3%  of  the  population,  in  1738.  The  Veneto  and 
the  kingdom  of  Naples  harboured  a  more  typical  proportion  of  around  2-2}%.  In 
Piedmont,  where,  significantly,  large  landed  properties  were  less  common,  they 
constituted  under  i}0o.  The  prominence  of  church  buildings  in  the  urban  landscape 
was  equally  striking;  in  the  late  18th  century  Bologna  could  boast  200  churches  and 
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chapels,  36  monasteries  and  28  convents  of  nuns. 

A  penumbra  of  pious  laymen  surrounded  the  clergy;  they  were  grouped  in  bodies 
that  bore  different  names  (confraternita,  scuola,  congregazione,  accademia)  but  served 
similar  devotional,  charitable  or  propagandists  purposes.  Their  importance  for 
music  lies  above  all  in  their  cultivation  of  the  oratorio  genre,  the  musical  weapon  of 
the  Counter-Reformation. 

Small  wonder,  then,  that  the  church  was  the  major  employer  of  musicians  and, 
for  the  general  population,  the  main  point  of  access  to  'art'  music.  Every  large 
church  had  its  cappella  or  corn  (these  terms  embrace  singers  and  players  alike) 
directed  by  a  maestro  di  cappella.  Except  in  convents  of  nuns,  where  the  singers 
would  naturally  all  be  female,  the  choirs  were  made  up  of  men  and  boys,  the  latter 
reinforced  and  sometimes  entirely  replaced  by  adult  falsettists  and  castratos.  There 
would  be  one  or  more  fixed  organs,  each  with  its  appointed  player,  and  it  was  very 
common  for  their  number  to  be  augmented  on  special  occasions  by  portative  organs. 
Particularly  in  more  prosperous  northern  Italy,  a  church  would  often  employ  a 
complementary  band  of  strings  led  by  a  maestro  det  concertiy  normally  the  principal 
violinist.  In  Rome  and  its  area  of  influence  the  fashion  arose  in  the  last  third  of  the 
17th  century  to  have  the  orchestra  headed  not  by  a  single  player  but  by  a  concertino, 
or  'small  ensemble',  consisting  of  the  principal  and  co-principal  violinists,  a  cellist 
and  possibly  also  a  continuo  player  for  the  trio.  In  Corelli's  concerti  grossi  composed 
from  the  1680s  onwards  and  their  many  imitations  this  sytem  of  organization  is 
'written  into'  the  musical  language  so  perfectly  that  one  is  in  danger  of  overlooking 
its  other  important  aspects  relating  to  the  salary  structure,  management  and  spatial 
disposition  of  the  orchestra.  Some  orchestras  also  included  wind  instruments  in 
solo,  doubling  (rinforzo)  or  continuo  roles.  Harpsichords  and  plucked  stringed 
instruments  such  as  the  lute  and  theorbo  supported  the  organ  in  its  continuo 
function. 

The  permanent  musical  establishment  of  a  church  was  usually  of  the  appropriate 
size  for  services  of  middling  importance  such  as  those  on  Sundays.  In  services  of  a 
more  routine  nature  the  instrumentalists  other  than  the  organist  might  perhaps  be 
dispensed  with,  and  the  choir  might  perform  succinctly  in  a  cappella  style  (note  that 
in  Baroque  usage  this  expression  embraces  not  only  performance  by  unaccompanied 
voices  but  also  performance  with  instruments  doubling  vocal  parts  strictly)  or  revert 
to  plainsong,  allowing  the  organ  or  a  handful  of  strings  to  provide  the  element  of 
contrast.  On  the  other  hand,  for  feasts  of  exceptional  importance  extra  performers 
were  commonly  drafted  in.  Indeed,  some  churches  such  as  that  of  the  convent  of  S 
Lorenzo  in  Venice  had  no  coro  of  their  own,  but,  as  if  to  compensate,  celebrated 
the  feast  of  the  titular  saint  with  an  outsize  choir  and  orchestra  recruited  for  the 
event  from  far  and  wide  (see  Plate  1 ). 

In  the  early  17th  century  the  singers  of  a  cappella  tended  to  outnumber  the 
instrumentalists  by  something  like  two  to  one  (at  S  Marco,  Venice,  in  1643  the 
proportion  was  35:18).  Orchestral  performance  in  the  modern  sense  (that  is,  with 
more  than  one  instrument  to  each  string  part)  took  root  in  the  second  half  of  the 
century,  gradually  bringing  the  typical  strength  of  the  instrumental  section  up  to 
parity  with  the  vocal  section.  The  approximately  70  musicians  that  S  Marco 
employed  in  the  18th  century  were  exceptionally  numerous  even  for  the  principal 
church  of  a  large  city;  the  28  musicians  (16  singers,  12  instrumentalists)  at  S 
Petronio,  Bologna,  in  1663  present  a  more  typical  picture.  The  employment  that 
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churches  offered  was  not  'full-time'  as  we  understand  the  concept  today,  for  there 
was  time  and  opportunity  for  the  members  of  a  cappella  to  supplement  their  modest 
salaries  by  accepting  engagements  elsewhere. 

Quite  apart  from  the  financial  strain  that  a  large  musical  establishment  imposed, 
the  positioning  of  the  musicians  in  churches  not  originally  built  with  such  numbers 
in  mind  often  proved  difficult  and  led  to  curious  and  original  solutions.  It  was  often 
impossible  for  them  all  to  be  contained,  as  at  S  Petronio,  within  the  chancel  where 
the  canonical  stalls  were  also  accommodated,  and  it  became  accepted  practice  to 
house  them  in  special  choir-lofts  or  even  on  improvised  platforms  within  the  nave 
itself.  The  two  organs  facing  one  another  across  the  nave  of  the  Venetian  church  of 
S  Lorenzo,  each  surrounded  by  its  own  coro,  offer  a  favourite,  characteristically 
Italian  solution.  Being  divided  into  two  bodies,  incidentally,  did  not  mean  that  the 
musicians  had  to  be  given  works  specially  written  to  take  advantage  of  the  spatial 
separation;  undoubtedly,  most  of  the  music  performed  in  due  cori  was  written  as  if 
for  an  undivided  ensemble. 

More  radically,  the  musicians  could  be  situated  at  the  west  end  of  the  nave, 
causing  the  congregation  to  turn  their  seats  towards  the  performers  and  -  to  the 
amused  amazement  of  foreign  visitors  -  their  backs  to  the  high  altar. 

This  partial  dissociation  of  music  from  the  rite  (which  it  serves  as  an  accompani- 
ment or  commentary  rather  than  as  an  actual  ingredient)  was  possible  in  Catholicism, 
where  the  validity  of  the  rite  depends  on  the  acts  of  the  celebrant  and  his  assistants, 
not  on  the  participation  of  the  congregation.  When  a  motet  or  piece  of  instrumental 
music  (toccata,  ricercar,  canzona,  sonata,  sinfonia  etc)  coincided  with  the  recitation 
of  the  liturgy,  the  latter  took  place  in  a  low  voice,  so  reconciling  liturgical  propriety 
with  musical  integrity. 

The  musical  centrepiece  of  a  service  was,  for  the  Mass,  a  setting  of  sections  of 
the  Ordinary;  for  Vespers  and  Compline,  the  psalms  and  canticle.  The  four  great 
Marian  antiphons,  each  in  its  appointed  season,  for  the  end  of  the  canonical  day 
were  also  regularly  set.  Because  of  the  greater  average  length  and  complexity  of 
Baroque  vocal  compositions  compared  with  their  16th-century  counterparts  -  a 
factor  connected  with  the  introduction  of  instruments  and  the  cultivation  of  a  more 
florid  vocal  style  -  a  process  of  increasing  selectivity  and  rationalization  becomes 
evident  after  1600.  The  Messa  commonly  becomes  reduced  to  the  Kyrie  and  Gloria 
(the  Credo,  or  part  of  it,  is  set  as  a  separate  entity;  the  Sanctus  and  Agnus  Dei  only 
rarely).  In  Vespers  the  antiphons  are  replaced  by  motets  or  instrumental  pieces,  and 
in  psalm  settings  preference  is  given  to  those  psalms  belonging  to  several  liturgies 
rather  than  few.  Although  composers  often  set  to  music  in  cyclic  fashion  all  the 
relevant  parts  of  a  given  service,  we  know  from  contemporary  descriptions  that  in 
practice  the  music  was  more  likely  to  be  heard  in  the  form  of  extracts  than  as  a 
complete  whole.  The  modern  concert  audience  that  can  hear  Monteverdi's  Vespers 
(1610)  from  start  to  finish  is  privileged. 

The  general  uniformity  of  Divine  Service  across  Italy  was  tempered  by  the 
tolerance  of  small  local  peculiarities  or  liturgical  forms  cultivated  by  particular 
religious  orders.  Court  chapels  were  a  special  case,  for  here  tw  o  sources  of  authority, 
Rome  and  the  secular  power,  each  had  to  make  themselves  felt.  Venice,  which,  as 
a  republic,  possessed  no  court  in  the  ordinary  sense  and  was,  indeed,  notably 
unostentatious  in  its  use  of  music  in  state  ceremony,  made  the  ducal  church  of  S 
Marco  into  a  repository  of  autonomous  cultural  expression.  Here,  and  in  certain 
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local  churches,  a  special  rite  believed  to  have  a  historical  connection  with  the 
superseded  Aquileian  rite  was  observed,  resulting  in  the  musical  setting  of  many 
texts  foreign  to  the  Roman  rite.  In  Rome  itself,  the  pope's  own  singers,  based  in 
the  Cappella  Sistina  but  often  performing  elsewhere,  were  another  institution  sui 
generis.  They  were  recruited  internationally  and  subject  to  a  strict  corporate  disci- 
pline that  forbade  them  to  occupy  outside  posts  or  to  marry.  As  if  to  emphasize  the 
retrospective,  stile  antico  nature  of  their  repertory,  they  performed  entirely  without 
instruments. 

Courts  themselves,  after  churches,  offered  musicians  the  best  opportunities  of 
regular  employment.  Much  of  the  music  in  a  court,  as  in  a  church,  w  as  an  accompani- 
ment to  other  activities  -  banqueting  and  dancing  in  particular.  The  musical  genres 
qualified  by  the  expression  4da  camera'  (literally,  'for  the  chamber')  are  written, 
ostensibly,  for  court  use,  though  their  cultivation  inevitably  filtered  down  to  less 
exalted  sections  of  society.  Some  musically-inclined  rulers  held  conversazioni  (acca- 
demie):  private  concerts  at  which  the  favourite  genre  was  the  continuo-accompanied 
solo  cantata  (most  courts  employed  operatic  singers  who  were  released  to  sing  in 
the  great  theatres  of  Venice,  Rome,  Bologna  or  Naples  during  the  season,  but 
returned  to  court  in  the  off-season  and  devoted  themselves  to  the  chamber  repertory). 
This  sheltered  milieu  was  a  haven  for  dilettanti,  the  gentle-born  amateurs  that  Italy 
produced  in  such  large  numbers  and  whose  reluctance  to  perform  before  a  wider 
audience  stemmed  not  so  much  from  lack  of  confidence  as  from  a  desire  to  preserve 
social  distance. 

The  high  points  of  music-making  in  court  w  ere  the  musical  contributions  to  the 
feste  organized  to  celebrate  birthdays,  name-days,  births,  weddings,  state  visits  and 
other  occasions  of  rejoicing.  Opera  was  born,  in  Florence  and  Mantua,  as  just 
another  novel  form  of  musical-dramatic  entertainment  in  this  festive  context.  Once 
entrepreneurially  managed  public  opera  came  to  the  fore  (the  first  public  opera 
house,  that  of  S  Cassiano  in  Venice,  opened  in  1637),  the  many  court  theatres  where 
operas  had  been,  and  continued  to  be,  given  (in  Turin,  Parma,  Modena  etc.)  quickly 
adapted  their  style,  practice  and  repertory  to  that  of  the  public  theatres,  so  that  the 
rich  diversity  and  lavish  ingenuity  of  the  early  court  operas  was  lost.  This  con- 
vergence is  illustrated  by  the  practice  in  Naples  of  transferring  the  same  works 
between  the  viceregal  palace  and  the  public  opera  house  of  S  Bartolomeo  (opened 
in  1654). 

In  the  middle  of  the  17th  century  there  arose  a  new  genre  that  took  its  poetic 
character  from  the  cantata  and  its  dramatic  character  from  the  opera.  This  was  the 
serenata,  named  after  the  serenoy  or  clear  night  sky,  under  which,  with  copious 
illumination  from  torches  and  candles,  many  of  its  performances  took  place.  In 
scale  (typically  lasting  between  one  and  two  hours),  sentiment  (lightheartcd,  often 
amorous),  resources  (from  two  singers  upwards,  with  orchestra,  occasionally  choir) 
and,  above  all,  adaptability,  the  serenata  was  the  ideal  musical  complement  of  a 
festa.  If  theatrical  facilities  existed  or  could  be  improvised,  it  could  be  given  in 
theatrical  style;  if  not,  the  singers  could  read  from  their  parts  and  scenery  could  be 
limited  to  a  simple  background  as  often  employed  for  oratorio  performances. 
Serenata  performances  took  advantage  of  the  special  features  of  palaces  and  their 
grounds;  they  were  given  in  great  halls,  courtyards,  pavilions,  loggias,  lakes,  rivers, 
gardens  -  the  possibilities  were  endless.  Although  not  the  exclusive  property  of 
courts  (they  were  cultivated  also  by  academics  and  institutions  such  as  colleges  and 
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convents),  the  serenata  encapsulates  more  fully  than  any  other  genre  the  essence  of 
the  'courtly'  in  music. 

Crudely  stated,  the  music  at  any  court  was  as  good  as  the  purse  of  its  ruler  was 
deep  and  his  commitment  high,  for  musicians  would  willingly  flock  to  wherever 
they  could  enjoy  superior  pay,  conditions  and  recognition.  This  made  the  state  of 
music  particularly  vulnerable  to  fluctuating  interest  and  financial  investment  among 
successive  rulers.  The  discontinuity  shown  by  Mantua  is  not  untypical.  Under 
Vincenzo  I  (reigned  1 587-1612)  music  flourished  under  masters  such  as  Giaches  de 
Wert,  Benedetto  Pallavicino,  Salamone  Rossi  and  Monteverdi;  but  the  caprice  or 
lack  of  interest  of  his  successor,  Francesco  II,  resulted  in  Monteverdi's  abrupt 
dismissal  and  ushered  in  a  period  of  quiescent  mediocrity  aggravated  by  uncertainties 
of  dynastic  succession,  until  the  last  Gonzaga  duke,  Ferdinando  Carlo  (reigned 
1 665-1 708)  splendidly  -  and  ruinously  -  revived  musical  life,  engaging  Antonio 
Caldara  as  his  director.  After  the  Habsburg  takeover  the  first  governor,  Prince  Philip 
of  Hessen-Darmstadt  (in  office  1714-35),  maintained  the  high  standards,  enticing 
Vivaldi  from  Venice  to  become  his  maestro  di  cappella  da  camera  (director  of  secular 
music  including  opera)  between  17 18  and  1720;  he  also  acted  as  patron  to  Locatelli. 
When  Philip  was  recalled  to  Vienna  the  government  of  Mantua  passed  for  some 
years  to  the  Milanese  authorities,  and  the  lustre  of  musical  activity  once  more 
dimmed. 

The  personal  taste  of  a  ruler  inevitably  determined  the  emphases  in  musical  life. 
Under  Francesco  II  of  Modena  it  was  not  opera  but  oratorio  (100  performed 
between  1680  and  1691)  that  dominated  vocal  music;  in  instrumental  music  the 
sonata  da  camera^  in  the  hands  of  such  excellent  resident  composers  as  Giuseppe 
Colombi,  G.  B.  Vitali  and  G.  M.  Bononcini,  enjoyed  special  favour.  In  addition, 
Francesco  was  an  assiduous  collector  of  secular  vocal  music  (cantatas,  oratorios, 
operas)  that  today  forms  a  valuable  nucleus  of  the  music  in  the  Biblioteca  Estense. 

Apart  from  the  courts  of  rulers  there  existed  a  host  of  petty  or  subsidiary  courts 
formed  by  other  members  of  ruling  families,  the  minor  nobility,  high  prelates  and 
ambassadors.  In  the  usage  of  the  time  the  term  'court'  refers  to  a  style  of  life  to 
which  anyone  of  sufficient  rank  (and  unearned  income)  could  aspire  with  social 
approval.  In  Florence,  where  Grand  Duke  Cosimo  III  (reigned  1 670-1 721)  inter- 
ested himself  more  in  religion  than  music,  his  son  Ferdinando  (lived  1663-17 13;  he 
was  sometimes  honorifically  styled  'Ferdinando  IIP,  although  he  did  not  live  to 
succeed  his  father)  established  around  1690  a  brilliant  court  with  a  private  theatre 
in  the  Villa  di  Pratolino,  an  associated  church  (S  Felicita)  and  a  regular  scries  of 
concerts  held  in  the  prince's  apartments.  The  composers  indebted  to  Ferdinando 
for  patronage  included  Antonio  Veracini,  the  two  Scarlattis,  Albinoni  and  Handel.  A 
good  keyboard  player  himself,  Ferdinando  provided  the  workshop  where  Bartolomco 
Cristofori  built,  just  before  1700,  the  first  piano.  In  Rome  in  those  years  a  comparable 
role  was  performed  by  cardinals  (Pamphili,  Ottoboni)  and  feudal  princes  (Caetani, 
Ruspoli),  who  between  them  supported  a  vast  army  of  rank-and-file  musicians  giving 
their  services  now  to  one,  now  to  the  other  patron. 

Courts  frequently  travelled,  commuting  seasonally  between  city  and  country 
residences  and,  in  slimmer  form,  accompanying  the  head  of  the  court  on  his  or  her 
travels  abroad.  When  Vincenzo  I  went  to  the  Turkish  wars  in  1595,  Monteverdi 
had  to  follow  him  to  Hungary.  State  visits,  which  entailed  the  exchange  of  musical 
compliments  between  visitor  and  visited,  provided  the  musicians  of  one  locality 
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with  a  rare  opportunity  to  meet  those  of  another  and  promoted  the  diffusion  of  new 
styles.  Visiting  Venice  in  17 16,  the  electoral  prince  of  Saxony,  Friedrich  August, 
brought  with  him  an  elite  group  of  musicians  who  used  their  stay  for  two  distinct 
purposes:  their  first  task  was  to  entertain  the  prince  and  repay  his  hosts  with  music; 
but  they  also  followed  an  old  German  tradition  of  using  Italy  as  a  'finishing  school' 
to  which,  in  other  circumstances,  they  might  have  been  sent  on  leave. 

The  third  main  source  of  institutional  support  for  music  was  the  opera.  We  have 
no  space  to  deal  in  detail  with  its  music  and  dramaturgy,  but  some  broad  features 
of  its  organization  within  Italy  deserve  mention.  The  opera  houses  themselves  were 
built  and  owned  by  members  of  the  aristocracy,  individually  or  in  consortium,  but 
their  management  was  commonly  entrusted,  season  by  season,  to  independent 
entrepreneurs  who  paid  the  lease  of  the  building  and  all  the  other  costs,  hoping 
eventually  to  gain  a  profit.  Most  of  an  impresario's  takings  would  not  materialize 
until  the  time  of  the  performances,  when  tickets  of  admittance  to  the  parterre  would 
be  sold  nightly  at  the  door  (and  an  extra  charge  made  for  seats,  if  required).  However, 
a  useful  fund  of  working  capital  could  be  secured  before  the  season  opened  through 
the  leasing  out  of  boxes  for  its  duration  to  an  inner  circle  of  wealthy  patrons;  the 
same  box  was  often  taken  by  a  member  of  the  same  family  every  season,  giving  the 
appearance  of  an  inherited  asset. 

In  Venice  and  some  other  important  centres  the  principal  -  often  the  only  - 
season  was  that  of  'Carnival',  which  in  Venice  ran  from  Boxing  Day  to  Shrove 
Tuesday,  long  enough  to  take  up  to  three  successive  operas.  Venice  also  had  a 
shorter  'autumn'  season  which  ought  to  be  regarded  as  the  preliminary  part  of  the 
Carnival  season,  since  management  and  singers  rarely  changed;  this  began  in  mid 
November,  when  enough  of  the  nobility  had  returned  from  their  second  villeggiatura 
of  the  year,  and  ended  in  mid  December.  In  Naples,  however,  the  corresponding 
pair  of  seasons  occurred  two  months  earlier.  Provincial  centres  such  as  Ancona  or 
Ferrara  had  to  be  content  with  brief  seasons  in  the  spring  or  summer  organized  by 
touring  companies  based  in  one  of  the  metropolitan  centres.  This  arrangement  was 
highly  rational  since  it  paralleled  the  seasonal  movement  of  the  nobility  between 
town  and  country  and  gave  operatic  singers  the  chance  to  fill  an  otherwise  fallow 
stretch  between  winter  and  autumn. 

The  most  expensive  item  in  the  impresario's  budget  was  the  cast  of  singers.  In 
the  late  Baroque  period  he  would  need  a  set  of  singers,  often  four,  for  the  principal 
roles  containing  several  arias  apiece,  and  two  or  three  further  singers  for  the  minor 
roles  with  only  a  token  aria,  if  that.  For  a  season  'star'  singers  such  as  Faustina 
Bordoni  or  Farinelli  could  command  fees  of  over  1000  sequins,  or  about  £450  in 
contemporary  British  money.  In  addition,  a  pair  of  comic  singers  for  the  intermezzi 
or  a  corps  de  ballet  for  danced  entr'actes  might  be  needed.  Small  wonder  that 
impresarios  desperately  sought  to  cut  costs  by  reducing  or  eliminating  the  chorus 
and  retrenching  the  stage  machinery  that  in  the  17th  century  had  been  one  of  the 
glories  of  opera. 

The  singers  were  predominantly  high  voices,  the  males  being  castratos  or  falset- 
tists.  It  was  perfectly  normal  to  sing  the  part  of  a  character  of  the  opposite  sex:  what 
mattered  was  the  voice  per  se.  Tenors  and  basses  were  not  excluded,  but  tended  to 
sing  less  prominent  roles  -  except  in  comic  intermezzi,  where  the  male  singer  was 
always  a  basso  buffo. 

Once  the  cast  had  been  engaged,  the  impresario  had  to  find  a  'drama'.  This  could 
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be  specially  commissioned  from  a  poet  and  thus  perfectly  tailored  to  requirements, 
or  an  old  drama  could  be  used,  most  likely  with  some  adaptation.  The  civil  and 
ecclesiastical  censorship  operating  all  over  Italy  required  texts  to  be  submitted  for 
prior  approval,  and  then  printed  so  that  what  was  sung  could  be  compared  with 
what  had  been  approved.  The  poet  or  the  impresario  would  have  the  libretto  printed 
at  his  own  expense  and  hope  to  cover  costs  by  its  sale  to  opera-goers  and  through 
the  generosity  of  the  patron  to  whom  it  was  dedicated.  Such  librettos,  as  well  as 
being  complete  'programmes'  in  the  modern  sense,  presented  the  text  in  an  ideal 
literary  form  intended  to  be  valued  on  that  account  by  connoisseurs  of  literature 
and  bibliophiles,  quite  irrespective  of  the  composer's  contribution. 

The  music  could  be  commissioned  in  the  same  way  as  the  literary  text.  If,  on  the 
other  hand,  an  earlier  setting  was  appropriated,  it  was  likely  that  alterations  would 
be  made,  if  only  because  the  combination  of  voices  would  rarely  be  the  same  as  in 
the  earlier  production.  The  universal  adoption  of  da  capo  form  in  the  years  before 
1700  turned  the  aria  into  a  fully  detachable  and  readily  transferable  unit.  Since  these 
arias  did  not  deal  with  the  specifics  of  a  plot  -  significantly,  personal  names  are 
rarely  mentioned  in  them  -  but  expressed  in  a  conventional,  generalized  way  states 
of  mind  such  as  anger,  fortitude  and  tenderness,  they  lent  themselves  easily  to  new 
contexts:  hence  the  ready-made  arie  di  baule,  or  'suitcase  arias',  with  which  singers 
liked  to  travel,  and  the  pasticci  cobbled  together  from  texts  and  musical  settings  of 
diverse  origins. 

Each  theatre  had  its  stock  of  scenery  representing  palace  antechambers,  woodland 
glades,  rocky  promontories,  or  whatever;  the  system  of  gliding  wings  on  rails  attached 
to  a  winch  concealed  underneath  the  stage,  an  invention  of  Giacomo  Torelli  (1608- 
78),  made  rapid  scene  changes  and  near-instantaneous  transformations  part  of  the 
general  operatic  vocabulary.  An  average  of  two  or  three  changes  of  set  in  each  of 
the  three  acts  was  expected.  In  the  terminology  of  the  time  the  much  more  numerous 
changes  of  'scene'  refer  not  to  the  scenery  but  to  an  alteration  of  the  characters  on 
stage  brought  about  by  an  entrance  or  an  exit.  Since  it  was  customary  for  a  singer 
to  sweep  off  the  stage  to  applause  after  his  aria,  most  arias  occur,  almost  by  definition, 
at  the  end  of  a  scene,  in  the  so-called  'exit'  position. 

Baroque  opera  was  a  co-operative  but  not  fully  integrated  endeavour.  Its  successful 
marriage  of  music,  words  and  spectacle  was  founded  on  the  assumption  that  each 
party  -  librettist,  composer,  singer,  painter,  engineer  -  acted  autonomously  but 
anticipated  (that  is,  knew  from  experience)  the  style  and  approach  of  the  others:  a 
perfect  recipe  for  conservatism.  The  potential  reusability  of  each  component,  with 
consequent  saving  of  work  and  expense,  favoured  adherence  to  convention.  It  is 
significant  that  it  was  not  public  opera  but  court  opera  (see  Plate  2),  subject  to 
autocratic  direction  and  less  inhibited  by  budgetary  considerations,  that  spearheaded 
the  reform  movement  in  the  age  of  Gluck. 

Whatever  its  artistic  limitations,  the  public  opera  of  Baroque  Italy  was  a  truly 
popular  musical-dramatic  form  such  as  existed  nowhere  else  at  the  time  in  Europe. 
It  was,  in  effect,  the  national  theatre,  since  spoken  tragedy  and  comedy  had  a  much 
more  restricted  appeal.  The  obverse  of  this  popularity  was  the  notoriously  casual 
behaviour  of  Italian  audiences,  perceptively  commented  on  by  Burney  in  these 
words:  'I  shall  have  frequent  occasion  to  mention  the  noise  and  inattention  at  the 
musical  exhibitions  in  Italy;  but  music  there  is  cheap  and  common,  whereas  in 
England  it  is  a  costly  exotic,  and  more  highly  prized'.2 
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This  easy  access  to  music  implied  the  existence  of  large  numbers  of  professional 
musicians.  Musical  skills,  like  those  of  any  other  trade,  were  most  commonly 
acquired  in  the  family  circle,  as  one  can  easily  see  from  the  membership  lists  of 
musicians'  guilds  and  associations.  Famous  musical  dynasties  such  as  the  Scarlattis 
in  Naples,  the  Laurentis  in  Bologna  and  the  Somis  family  in  Turin  were  only  the 
most  talented  and  successful  representatives  of  a  general  pattern.  Seminaries  also 
imparted  the  rudiments  of  music  to  their  students,  and  the  Scuole  pie  of  Bologna 
contributed  much  to  the  unrivalled  tradition  of  singing  in  that  ciy.  Some  musicians 
established  schools  of  music  in  their  own  homes,  though  these  amounted  to  little 
more  than  a  group  of  private  pupils. 

For  a  more  institutionalized  and  systematic  mode  of  music  teaching  we  have  to 
turn  to  the  so-called  conservatories  of  Naples  and  Venice.  The  four  Neapolitan 
conservatories  —  S  Maria  di  Loreto,  S  Maria  della  Pieta  dei  Turchini,  Poveri  di 
Gesu  Cristo  and  S  Onofrio  a  Capuana  -  originally  catered  only  for  orphaned  boys, 
though  their  success  later  brought  in  fee-paying  male  students,  some  even  from 
abroad.  Three  were  state-supported  and  one  (the  Gesu  Cristo)  was  under  the 
archbishop.  The  aim  of  the  conservatories  was  to  prepare  those  boys  showing  talent 
for  a  musical  career,  in  which  they  were  notably  successful,  as  one  can  see  from  the 
list  of  their  ex-pupils,  which  includes  the  names  of  Mancini,  Sarro,  Porpora,  Vinci, 
Leo  and  Pergolesi.  Every  effort  was  made  to  integrate  the  boys  into  the  general 
musical  life  of  the  city,  and  their  services  were  frequently  hired  out.  That  their 
conditions  of  study  were  not  always  ideal  is  amusingly  commemorated  in  Burncy's 
description  of  a  'Dutch  concert'  at  S  Onofrio,  where  all  manner  of  sounds  from 
students  practising  cheek  by  jowl  mingled  cacophonously. 

The  character  and  aims  of  the  four  Venetian  conservatories,  called  ospitali  (or,  in 
Venetian  fashion,  ospedali),  were  very  different.  The  Pieta,  by  far  the  largest  of 
the  four,  took  in  foundlings;  the  others  (the  Mendicanti,  the  Incurabili  and  the 
Ospedaletto)  catered  for  orphans  and  the  poor.  Boys  did  not  figure  prominently  at 
the  ospedali,  since  they  left  at  an  early  age  to  serve  apprenticeships.  The  girls  were 
divided  into  commoners,  who  were  trained  in  ordinary  domestic  duties,  and  figlie 
di  coro,  who  were  to  staff  the  chapel  choir  and  orchestra  of  their  institution.  On 
reaching  adulthood  some  of  the  girls  were  permitted  to  marry  (albeit  with  difficulty 
if  they  were  good  musicians)  and  some  entered  convents,  but  large  numbers  stayed 
on  for  the  rest  of  their  lives.  Musical  training  was  provided  purely  for  the  benefit 
of  the  ospedali,  whose  well-advertised  services  attracted  large  congregations  and 
brought  in  revenue  through  the  hiring  out  of  seats  and  the  generosity  of  benefactors; 
it  was  in  fact  the  custom  to  insist  that  figlie  released  into  matrimony  undertook,  in 
their  marriage  contract,  not  to  sing  in  public.  As  in  all  female  convents,  the 
performers  had  to  be  screened  off  for  the  sake  of  their  modesty  from  the  congregation, 
a  task  accomplished  by  grilles  and  gauzes.  The  element  of  mystery  that  this 
occasioned  -  would  the  sight  of  a  particular  figlia  be  as  angelic  as  her  sound?  - 
caught  the  fancy  of  several  writers,  notably  Rousseau. 

In  each  institution  the  figlie  di  coro  were  organized  in  a  pyramidal  hierarchy 
serving  both  musical  and  disciplinary  ends.  At  the  Pieta,  for  instance,  the  coro  was 
headed  by  two  maestre  di  coro,  who  had  under  them  a  cadre  of  other  maestre,  followed 
by  the  ordinary  members  of  the  coro  and  then  the  beginners  and  others  not  yet 
admitted  into  the  coro;  14  figlie  were  'privileged'  that  is,  they  were  allowed  to  give 
musical  instruction  to  girls  from  patrician  families  coming  in  from  outside.  For 
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many  purposes  the  coro  was  self-sufficient,  supplying  from  within  its  ranks  all  the 
necessary  teaching  and  performing  expertise.  All  the  ospedali  employed  a  male 
musical  director  {maestro  di  coro),  whose  most  important  task  was  the  composition 
of  new  works,  and  a  teacher  of  singing.  Teachers  of  instruments  were  hired  and 
fired  as  the  need  arose;  the  legendary  association  of  Vivaldi  with  the  Pieta  was  much 
less  continuous  than  has  popularly  been  supposed,  for  he  was  out  of  its  service  in 
1 7 10,  1718-34  and  after  1738,  preserving  the  relationship,  if  at  all,  merely  through 
the  sale  of  compositions. 

The  Pieta,  which  had  the  best  reputation  for  instrumental  music  among  the 
Venetian  conservatories,  prided  itself  on  the  variety  of  its  instruments;  in  Vivaldi's 
period  these  included,  among  the  strings,  the  viola  d'amore  and  a  full  consort  of 
viole  alFinglese  (similar  to  the  former  but  with  more  numerous  sympathetic  strings) 
and,  among  the  woodwind,  the  chalumeau  and  the  clarinet.  Venice's  exceptionally 
close  contact,  through  trade  and  travel,  with  the  German-speaking  lands  made  her 
particularly  receptive  to  several  instruments,  including  the  above,  that  were  widely 
known  beyond  the  Alps  but  rare  in  Italy.  Strangely,  Venice  was  slower  than  a 
number  of  other  Italian  centres  to  take  up  the  oboe  and,  especially,  the  transverse 
flute,  which  does  not  seem  to  have  been  played  in  public  there  before  the  1720s. 

In  Italy,  even  more  than  elsewhere,  the  instruments  of  the  violin  family  held 
sway.  We  know  from  the  reports  of  Andre  Maugars  and  Thomas  Hill  that  by  the 
middle  of  the  17th  century  the  viol  family  had  fallen  into  disuse  there.  By  1600 
Cremona  had  already  become  the  leading  European  centre  of  violin-making;  it 
remained  so  until  the  end  of  the  Baroque,  thanks  to  the  Amati,  Bergonzi,  Guarneri, 
Rugeri  and  Stradivari  families,  though  Venice  (Bellosio,  Gobetti,  Goffriller,  Mon- 
tagnana,  Serafin)  eventually  ran  it  close. 

In  the  1 7th  century,  when  ensemble  music  for  strings  commonly  required  two  or 
even  three  viola  parts,  violas  were  manufactured  both  in  small  (alto)  and  large 
(tenore)  sizes  corresponding  to  the  register  in  which  their  parts  were  respectively 
written.  Towards  the  end  of  the  century,  when  the  practice  of  limiting  the  violas  to 
a  single  alto  part  became  general,  the  manufacture  of  violas  dropped  sharply.  Indeed, 
the  pendulum  swung  even  further,  so  that  from  the  1720s  onwards,  particularly  in 
Rome  and  Naples,  one  finds  much  orchestral  writing  that  dispenses  altogether  with 
the  viola,  a  practice  strongly  deplored  by  Algarotti  in  his  Saggio  sopra  I 'opera  in 
musica  (1755).  'Violone'  was  the  all-purpose  name  given  to  the  bass  instruments, 
which  ranged  from  an  instrument  tuned  like  the  cello  but  of  larger  dimensions  to  a 
true  contrabass  instrument  (violone  grosso);  the  violoncello  (or  violoncino)  proper 
came  into  being  around  the  middle  of  the  17th  century,  at  first  as  an  instrument 
playing  a  line  distinct  from,  and  often  more  elaborate  than,  the  continuo  part.  In 
the  1 8th  century  this  smaller  instrument  replaced  the  type  of  violone  playing  at 
'eight-foot'  pitch,  leaving  the  'sixteen-foot'  instrument  as  the  sole  bearer  of  that 
name. 

Italian  organs  and  harpsichords  were  of  characteristic  design  and  strongly  influ- 
enced the  style  of  the  music  written  for  them.  Unlike  contemporary  French  and 
German  organs,  which  had  an  extended  pedalboard,  and  English  organs,  which 
usually  had  none,  Italian  organs  had  about  an  octave  of  pedal  'pulldowns'  good  for 
little  more  than  sustaining  the  occasional  pedal-note  rather  in  the  manner  of  the 
sostenuto  pedal  on  a  Steinway  grand  piano.  Italian  organ  music  of  the  Baroque 
period  differs  technically  (as  opposed  to  gcncrically)  little  from  harpsichord  music 
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beyond  a  greater  commitment  to  counterpoint  and  a  more  sustained  manner. 
The  Italian  Baroque  harpsichord  spurned  the  complexities  of  north  European 

instruments;  it  rarely  had  more  than  one  manual  and  emphasized  brightness  and 
clarity  over  power  and  tonal  variety.  The  simplicity  and  portability  of  Italian 
harpsichords  caused  them  often  to  be  used  for  accompaniment  in  multiples,  like  the 
portative  organs  described  earlier,  hence  the  frequency  of  the  direction  'senza 
cembali'  (rather  than  'senza  cembalo')  in  musical  scores. 

Whereas  the  countries  of  north-west  Europe  began  the  Baroque  period  with  quite 
modest  music-publishing  industries  but  ended  it  with  flourishing,  large-scale  ones, 
the  fortunes  of  the  Italian  music-publishing  industry  followed,  if  anything,  the 
reverse  path.  These  divergent  trends  clearly  have  technological,  economic,  socio- 
logical and  purely  musical  dimensions,  and  we  still  await  the  studies  that  would 
enable  us  to  understand  fully  their  complex  relationship.  Meanwhile,  one  can  point 
to  at  least  some  of  the  factors  involved. 

In  Italy  the  art  of  engraving  music,  the  result  of  which  is  to  present  the  music  in 
a  form  similar  to  the  handwritten  but  more  regular,  never  took  root;  there  was  no 
publisher  employing  this  technique  to  compare  with  Estienne  Roger  in  Amsterdam, 
John  Walsh  in  London  or  Charles-Nicolas  Le  Clerc  in  Paris.  Instead,  Italy  remained 
faithful  to  the  process,  perfected  in  the  16th  century,  of  printing  music  in  a  single 
impression  from  movable  type.  Cumbersome  and  unsightly  at  best,  this  form  of 
reproduction  posed  acute  problems  to  the  compositor  (for  instance,  how  could 
symbols  in  standard  lengths  such  as  ties  or  slurs  be  matched  accurately  to  the 
enormous  variety  of  distance  between  note-heads?),  and  consequently  problems  of 
interpretation  to  the  reader.  It  could  not  beam  quavers  and  shorter  values  together, 
a  fact  that  both  reduced  legibility  and  wasted  space.  Above  all,  it  was  expensive  and 
grew  increasingly  so.  Relatively  little  music  was  published  by  Italian  printers  at 
their  own  expense,  thus  as  a  commercial  venture  stimulated  by  public  demand. 
Rather,  the  conditions  resembled  those  of  the  modern  'private'  publication;  the 
composer  or  his  patron  paid  the  printer  for  the  full  cost  of  his  work  and  then  made 
arrangements  to  place  the  bulk  of  the  edition  on  sale  through  the  same  printer's 
bookshop.  After  use  the  type  was  distributed  and  would  need  to  be  reset  in  the 
event  of  a  new  edition  (whereas  the  plates  of  an  engraved  edition  could  be  stored 
and  reused  whenever  needed,  so  that  a  purchaser  could  quite  literally  order  a 
'customized'  example  of  a  work).  To  a  limited  extent  Italian  printer-booksellers 
exchanged  their  stock  in  order  to  put  works  into  wider  circulation,  but  no  properly 
organized  national,  let  alone  international,  sales  network  comparable  with  that  of 
Roger  ever  developed.  Examples  of  Italian  editions  of  musical  works  from  the  16th 
to  the  1 8th  century  abound  in  north  European  libraries,  but  these  are  rarely 
'exported'  copies;  they  were  bought  at  source  by  visitors  to  Italy. 

Music  was  published  either  for  reasons  of  prestige  -  in  which  case  it  represented, 
so  to  speak,  a  long-term  investment  by  the  composer  -  or  because  it  belonged  to  a 
popular  genre  and  medium  guaranteeing  that  the  volume  of  sales  would  bring  unit 
costs  down  to  or  below  those  of  handwritten  copies.  In  the  early  17th  century,  when 
Venice  was  the  dominant  centre  of  music  printing  in  Italy,  sacred  and  secular  vocal 
music  in  four  or  five  parts  formed  the  core  of  the  repertory;  in  the  late  17th  century, 
when  Bologna  joined  and  soon  overtook  Venice,  the  focus  of  attention  switched  to 
instrumental  music:  sonatas  and  the  incipient  concerto.  In  the  first  decade  of  the 
1 8th  century  the  spectacular  rise  of  Amsterdam  and  London,  where  music  printed 
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in  Italy  could  expect  to  be  'pirated'  within  a  few  years  and  then  sold  to  a  far  wider 
(in  all  senses)  music-buying  public,  caused  a  very  severe  contraction  in  Italian  music 
publishing,  from  which  it  did  not  recover  until  the  next  century.  We  know  from 
the  prefaces  of  works  published  in  Rome  during  this  critical  period  by  the  minor 
but  by  no  means  negligible  violinist-composer  Giuseppe  Valentini  that  having  one's 
music  printed  could  be  prohibitively  expensive;  in  fact,  Valentini  supplies  whole 
lists  of  works  of  his  awaiting  publication  if  only  a  Maecenas  will  provide  the  necessary 
subvention.  Although  we  do  not  yet  know  the  details  of  composers'  contracts  with 
their  publishers  in  Amsterdam  and  elsewhere  beyond  the  Alps,  it  is  clear  that 
publication  entailed  no  great  expense  to  them  -  perhaps  rather  the  reverse  -  since 
dedications  are  so  often  absent.  In  171 1  Vivaldi,  who  had  previously  entrusted  his 
works  to  first  one  (Sala)  and  then  another  (Bortoli)  local  printer,  sent  his  third  opus, 
L'estro  armonico,  directly  to  Roger  in  Amsterdam,  pointedly  disparaging  the  Italian 
publishers  in  his  foreword;  en  masse,  other  Italian  composers  followed  his  lead, 
setting  in  motion  a  vicious  spiral.  One  unintended  consequence  of  this  new  direct 
relationship  between  Italian  composers  of  instrumental  music  and  transalpine  pub- 
lishers was  that  the  former  came,  gradually,  to  shape  their  style  according  to  the 
dictates  of  northern  rather  than  indigenous  taste;  in  contrast,  vocal  music,  which 
was  rarely  published  at  that  time,  preserved  its  specifically  Italian  character.  When 
the  ascendancy  of  German  music  became  confirmed  later  in  the  century,  Italian 
instrumental  music  found  itself  without  a  'home  base'  to  which  it  could  retreat  for 
recuperation,  whereas  Italian  vocal  music  continued  much  as  before. 

Two  further,  mutually  related  factors  worked  against  the  success  of  music  pub- 
lishing in  late-Baroque  Italy:  the  highly  developed  music-copying  industry  and  the 
cphemerality  of  public  taste.  Some  words  of  Burney  sum  up  the  situation  as  it  had 
already  existed  for  several  decades  before  1771:  'The  art  of  engraving  music  there 
[Venice]  seems  to  be  utterly  lost,  as  I  was  not  able  to  find  a  single  work  printed  in 
the  manner  we  print  music  in  England.  [  .. .]  Musical  compositions  are  so  short- 
lived in  Italy,  such  is  the  rage  for  novelty,  that  for  the  few  copies  wanted,  it  is  not 
worth  while  to  be  at  the  expence  of  engraving,  and  of  the  rolling-press.  Indeed 
there,  as  in  Turkey,  the  business  of  a  transcriber  furnishes  employment  for  so  many 
people,  that  it  is  cruel  to  wish  to  rob  them  of  it,  especially  as  that  trade  seems  more 
brisk  and  profitable  than  any  other.'3 

Music  copying  benefited  from  the  fact  that  Italy  had  pioneered  the  manufacture 
of  music  manuscript  paper  as  understood  today.  In  Venice  we  find,  from  around 
1700  or  earlier,  special  music  paper  on  which,  by  means  of  a  combination  rastrum 
(Paul  Everett's  term  for  a  fixed  assembly  of  multi-nibbed  instruments  (rastra) 
capable  of  drawing  several  staves  at  a  time),  10,  12  or  more  stave-lines  have  been 
ruled  four  times  on  each  side  of  an  extra-large  sheet  of  thick  paper,  which,  folded 
twice  and  cut,  yields  a  quire  of  four  leaves.  In  Rome  and  Bologna  we  find  a  similar 
system  in  use,  except  that  there  the  staves  are  ruled  after  the  folding  and  cutting. 
The  fact  that  manuscript  paper  was  acquired  by  composers  in  ready-made  form 
sometimes  influenced  the  scoring  of  the  music  in  a  way  that  underlines  how  heavily 
conditioned  by  practical  considerations  the  world  of  18th-century  music  could 
become.  In  the  popular  10-stavc  paper,  for  example,  there  was  an  incentive  to  limit 
the  number  of  staves  used  to  five  so  that  two  systems  could  be  fitted  in  on  every 
page;  hence  the  high  incidence  of  arias  in  which  the  staff  occupied  by  the  viola  in 
the  instrumental  ritornellos  is  elsewhere  taken  over  by  the  voice,  causing  the  viola 
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to  drop  out,  or  of  double  concertos  for  violin  in  which  the  second  soloist  appropriates 
the  staff  belonging  to  the  orchestral  first  v  iolins. 

Copyists  frequently  worked  in  collectives  ('copying  shops'),  dividing  the  work  of 
writing  out  the  parts  or  score  of  a  single  composition  between  several  hands.  As 
Burney  says,  they  were  well  paid,  earning  about  15  soldi  (fourpence)  per  completed 
quire.  They  were  the  indispensable  intermediaries  between  Italian  composers  and 
foreign  visitors;  many  an  anthology  of  cantatas  or  operatic  arias  taken  back  to 
England  must  owe  its  choice  of  works  to  the  recommendation  (and  priv  ileged  access 
to  music)  of  copyists. 

Charles  Jcnncns's  description  of  Italy  as  'the  Land  of  Musick'  -  intentionally 
ironical,  since  he  was  only  too  aware  of  its  symptoms  of  decline  at  the  time  of  writing 
(1739)  -  gives  one  image  of  Italy  in  foreign  eyes  that  remained  constant  during  the 
150  years  from  Monteverdi  to  Galuppi.  In  a  purely  quantitative  sense  it  was 
indisputably  true;  the  social  'investment'  in  music  was  higher  in  Italy  than  anywhere 
else,  though  one  must  remember  that  in  the  second  half  of  the  period,  through 
tourism  and  the  emigration  of  musicians,  the  'dividends'  were  increasingly  exported. 
It  has  often  been  suggested  that  the  continued  flourishing  of  Italian  music  amid 
conditions  of  economic  decline  and  political  instability  was  a  case  of 'far  bella  figura' 
in  the  spirit  of  an  ageing  beauty  applying  an  ever  greater  quantity  of  cosmetics.  In 
reality,  the  causes  of  Italian  backwardness  were  the  same  as  those  of  its  pre-eminence 
in  music:  the  persistence  of  feudal  social  relations.  It  was  the  'done  thing'  for  the 
nobility  to  endow  churches,  patronize  the  opera  and  give  direct  employment  to 
musicians,  thus  providing  the  economic  sustenance  for  music's  cultivation.  In  an 
interesting  passage  referring  to  the  year  1735  Goldoni  comments  that  dedications 
(of  librettos,  but  the  point  must  surely  be  equally  valid  for  music)  'had  declined 
from  the  good  fortune  they  had  enjoyed  in  former  times':4  fewer  persons  of  quality 
wished  to  play  Maecenas.  So  we  end  the  Baroque  period  in  Italy  not  only  at  the 
point  where  sonata  form  is  introduced  or  where  the  hegemony  of  instrumental  music 
dominated  by  Germans  begins,  but  also  at  the  point  where  the  old,  aristocratic  order 
begins  to  disintegrate  while  the  new,  bourgeois  order  is  still  far  from  consolidation. 

Michael  Talbot 
Univ  ersity  of  Liv  erpool 


Notes 

1  P.J.  Grosley:  Nouveaux  metnoires  ou  observations  sur  I'ltahe  et  sur  les  Italtens  (Paris  and 
London,  1764),  vol.  2,  p.  53. 

2  C.  Burney:  The  Present  State  of  Music  in  France  and  Italy  (London,  1 77 1 p.  66n. 

3  Op.  cit.,  pp.  180-00. 

4  C.  Goldoni:  Commedte  (Venice,  1761-),  vol.  13,  p.  10. 
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i  Piedmont-Savoy 

Aglie,  Count  Filippo  [Philippe]  d'  (1604-67). 
Savoy  courtier,  diplomat,  poet,  choreo- 
grapher and  composer.  Count  Aglie  was  a 
gifted  aristocrat  who  served  Cardinal  Mau- 
rizio  of  Savoy  in  Turin,  then  Duke  Carlo 
Emanuele  I  ( 1 630-7)  and  finally  Duchess  Cri- 
stina,  as  her  chief  counsellor  and  confidant. 
He  spent  four  years  in  Paris  at  the  end  of  the 
reign  of  Louis  XIII  (1640-3),  where  he  would 
have  attended  a  variety  of  French  court  spec- 
tacles. For  Turin  he  wrote  or  devised  at  least 
30  entertainments  between  1624  and  1660 
ballets  (which  he  choreographed  in  the  French 
style),  plays  with  music,  water  displays  and 
carousels,  which  he  tailored  to  the  tastes,  per- 
sonalities and  political  climate  at  the  Savoy 
court. 

Astorga,  Emanuele  d\  Sec  Italy  g  Sicily. 
Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Chiarini,  Giuseppe.  See  Franc*  /  Paris  and 
Versailles. 

Fiore.  Father  and  son  working  at  the  Turin 
court.  Angclo  Maria  Fiore  (r 1660- 1723)  was 
a  cellist  and  composer  at  the  Parma  court 
(1688-95)  ano*  a'so  played  in  the  church 
orchestra  of  Madonna  della  Stcccata  (1689- 
95),  before  taking  up  a  post  at  the  ducal  court 
in  Turin.  There  his  reputation  as  a  virtuoso 
cellist  flowered,  and  he  attracted  distinguished 
pupils.  In  1698  he  published  his  Trattentmentt 
da  camera,  a  collection  of  duets  for  cello  and 
harpsichord  or  violin  and  cello. 

Earlier,  in  1697,  he  and  his  young  son 
Andrea  Stefano  (1686- 1732)  were  inducted  as 
members  of  the  Accademia  Filarmonica  in 
Bologna.  Andrea  Stefano  was  a  child  prodigy 
who  by  the  age  of  13  already  held  a  post  as 
musico  di  camera  to  the  Duke  of  Savoy  and 
had  published  a  collection  of  trio  sonatas  (Sin- 
Jonie  da  chiesa).  He  studied  in  Rome  during 
the  period  1703-7  and  composed  operas  for 
the  Milan  Carnivals  of  1706  (Stdonio;  text  by 
Pariati)  and  1707  (La  casta  Penelope;  text  by 
Pariati),  before  being  appointed  maestro  di 
cappella  of  the  Turin  court  in  1707.  By  then 
the  Teatro  Regio  was  closed  and,  until  it  re- 
opened in  1715,  Fiore  was  free  to  compose 
operas  for  Vienna  ( 1 708- 1 0),  Barcelona  ( 1 7 1 1 ) 

18 


and  Reggio  Emilia  (1713);  he  composed  // 
trionfo  <TAmore  for  the  reopening.  When 
Quant  z  visited  Turin  in  1726  he  was  full  of 
praise  for  Fiore's  orchestra,  which  was  led  by 
G.B.  Somis. 

Ghignone,Giovanni  Pietro.  See  France  / 
Paris  and  Versailles  [Guignon,  Jean-Pierre]. 

Granata,  Giovanni  Battista.  See  Italy  7 
Papal  States:  Bologna-Ferrara. 

Hasse,  Johann  Adolf.  See  Northern  Europe 

4  Saxony  and  Thuringia:  Dresden. 

India,  Sigismondo  d\  See  Italy  10  Itinerant 
Musicians. 

Isabella  Leonarda  [Calegari,  Isabella]  ( 1620- 
ri70o).  Italian  nun  from  Novara,  who  became 
a  provincial  mother  superior  in  1693.  She  was 
a  poet  and  composer  of  Masses,  motets,  sacred 
concertos  and  sonatas  which  she  published  in 
20  collections  (1 665-1 700)  in  Bologna,  Milan 
and  Venice.  She  set  many  of  her  own  highly 
expressive  texts,  sometimes  interrupting  arias 
with  recitatives;  in  the  sacred  concertos  she 
employed  violins.  Her  first  published  music 
appeared  in  a  collection  (1640)  by  Gasparo 
Casati,  maestro  di  cappella  of  Novara 
Cathedral. 

Juvarra,  Filippo.  See  Italy  7  Papal  States: 
Rome. 

Lalouette,  Jean  Francois.  See  France  / 
Paris  and  Versailles. 

Lanzetti,  Salvatore  (ti  7 10-80).  Neapolitan 
cellist  and  composer  who  contributed  to  the 
changing  image  of  the  cello  as  a  solo  instru- 
ment, independent  of  continuo  functions. 
After  training  at  the  Naples  Conservatory  di 

5  Maria  di  Loreto,  Lanzetti  worked  at  the 
Lucca  court  chapel,  before  taking  up  a  perma- 
nent appointment  at  the  Turin  court  of  Vittorio 
Amcdeo  II  in  1727.  He  spent  much  of  his 
career  on  tour  in  Europe  and  at  least  15  years 
in  London  (late  i730s-early  1750s),  where  he 
was  highly  acclaimed.  In  1736  he  became  the 
first  cello  soloist  to  appear  in  Paris  at  the 
Concert  Spirituel.  His  sonatas  (his  principal 
collection,  op.  1,  was  published  in  Amsterdam 
in  1736)  are  technically  as  demanding  as  the 
Vivaldi  violin  concertos,  particularly  in  terms 
of  bowing,  and  reflect  their  grander  pro- 
portions. 

La  Pierre,  Paul  de  (1612-after  1690).  Pro- 
vencal violinist,  dancing-master  and  composer 
who  spent  most  of  his  career  at  the  Turin 
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court.  La  Pierre  is  first  heard  of  at  Dijon  in 
1640,  performing  in  a  ballet.  From  1644  until 
1 66 1  he  led  the  Montpellier  consulate's  violin 
band,  appearing  with  Moliere's  troupe  in  a 
performance  of  the  Ballet  des  incompatible* 
(1654).  La  Pierre  first  visited  Turin  in  1660, 
when  a  violin  band  from  his  native  Avignon 
performed  at  the  wedding  celebrations  of  the 
Duke  of  Parma  and  Princess  Margherita.  He 
accepted  a  post  there  in  1662  as  dancing- 
master  to  Carlo  Emanuele  II,  charged  with 
composing  dance  music  for  ballets  and  operas. 
In  1 67 1  he  led  the  Turin  court's  equivalent  of 
the  Vingt-quatre  Violons,  which  became  the 
foundation  of  the  Piedmont  school  of  violin 
playing. 

Lonati,  Carlo  Ambrogio.  See  Italy  10  Itin- 
erant Musicians. 

Normand,  Marco  Roggero  [Marc-Roger] 
(1663 -1734).  French  cousin  of  Francois 
Couperin,  working  from  1688  at  the  Turin 
court  where  he  was  known  as  'Couprin'. 
Several  years  later  Couperin  initially  passed 
off  his  own  italianate  sonatas,  some  of  which 
were  later  incorporated  into  Les  nations  ( 1 726), 
as  those  of  an  Italian  cousin.  In  1690  Normand 
became  attached  to  the  household  of  the 
Prince  of  Carignan  as  a  harpsichord  teacher 
to  the  children;  in  1699  he  was  appointed 
organist  of  the  Turin  royal  chapel  by  the  King 
of  Sardinia,  Vittorio  Amedco  II. 

Porro,  Giovanni  Giacomo.  See  Central 
EUROPE  /  South  Germany:  Munich. 

Quantz,  Johann  Joachim.  See  Northern 
Europe  /  North  Germany:  Berlin. 

Rcggio,  Pietro.  See  British  isles  /  London. 

Rover,  Joscph-Nicolas-Pancrace.  See 
France  /  Paris  and  Versailles. 

Senesino.  See  Italy  10  Itinerant  Musicians. 

Somis,  Giovanni  Battista  (1686  1763). 
Violinist,  influential  teacher  and  composer. 
Generations  of  the  Somis  family  had  held 
musicians'  posts  in  the  ducal  chapel  at  Turin 
before  Giovanni  Battista  became  a  violinist 
there  in  1699.  He  had  been  taught  the  violin 
by  his  father,  Francesco  Lorenzo  ( 1 663-1 736), 
but  in  1703  he  was  sent  to  Rome  to  study  with 
Corelli  (he  may  also  have  travelled  to  Venice 
to  study  with  Vivaldi).  When  he  returned  to 
Turin  in  1707  he  was  made  maestro  di  violino 
and  capo  di  cappella,  posts  he  retained  to  the 
end  of  his  life.  Although  he  toured  very  little  - 
in  1733  he  went  to  Paris  where  he  played  at 
the  Concert  Spirituel  and  published  his  opp. 
4  and  5  sonatas  and  trios  (and  in  1740  the 
cello  sonatas  and  opp.  7  and  8,  conceived  for 
amateurs)  -  his  playing  and  teaching  exerted 
an  influence  comparable  to  that  of  Tartini.  I  lis 


Italian  pupils  included  Gaetano  Pugnani  (later 
Viotti's  teacher)  and  G.  P.  Ghignone,  and 
among  the  French  who  sought  him  out  were 
J.-M.  Leclair  Faint ''and  L.-G.  Guillemain.  He 
composed  as  many  as  150  concertos,  all  but 
nine  of  which  arc  lost;  those  that  do  survive 
reveal  a  style  halfway  between  Vivaldi  and 
Tartini. 

Somis  is  important  as  a  sonata  composer  for 
the  way  in  which  he  smoothed  the  distinctions 
between  church  and  chamber  sonatas,  short- 
ening the  latter  to  three  movements  (slow- 
fast  fast)  and  leaving  off  dance  titles,  except 
in  op.  6.  I  lis  first  allegro  movements  are  cast 
in  an  incipient  Classical  sonata  form,  whereas 
his  slow  movements  hark  back  to  the  sonata 
da  chtesa. 

Stradclla,  Alessandro.  See  Italy  7  Papal 
States:  Rome. 
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Aliprandi,  Bernardo.  See  Central  Europe  / 
South  Germany:  Munich. 

Amati,  Nicola  (1596- 1684).  Important  Cre- 
moncsc  v  iolin  maker  whose  students  included 
Andrea  Guarneri,  Francesco  Rugeri,  G.B. 
Rogeri,  Giacomo  Gennaro  and  Antonio  Stra- 
divari. Nicola  Amati  was  the  grandson  of 
Andrea  (d  before  1 580),  who  was  responsible 
for  formulating  the  proportions  of  the  modern 
violin,  viola  and  cello.  The  plague  which 
struck  in  the  early  1630s  left  Nicola  virtually 
the  only  Italian  violin  maker  of  any  stature 
and  the  sole  exponent  of  the  Cremonese  tra- 
dition. To  remedy  this  situation  he  took  on 
many  gifted  pupils  and,  ultimately,  was  sur- 
passed not  by  his  own  son,  Girolamo  (1649- 
1740),  but  by  Antonio  Stradivari.  Nicola's 
most  prized  instruments  are  those  built  to  his 
own  wider  design,  the  'Grand  Amati',  and  are 
elegant  in  every  detail. 

Assandra,  Caterina  (//  1609).  Nun  at  the 
Convent  of  S  Agata  at  Lomello  (nr  Milan)  and 
an  early  composer  of  concertato  motets.  Only 
her  op.  2  Motetti  (1609,  in  two  and  three  parts 
with  continuo)  survive. 

Bononcini,  Giovanni.  See  Italy  5  Modena- 
Reggio. 

Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Ceruti,  Roquc.  See  Iberian  peninsula  and 
colonies  3  New  World. 

Cima,  Giovanni  Paolo  (h  41570).  Milanese- 
organist  and  maestro  di  cappella  who  was 
important  as  a  composer  of  early  trio  sonatas. 
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Of  particular  interest  is  his  1 606  collection  of 
contrasting  Partito  di  rkercari,  canzoni  alia 
francese  (to  which  were  appended  directions 
for  tuning  a  clavichord  so  that  it  could  be 
played  in  any  key)  and  the  16 10  Concern  eccle- 
sidslta,  which  includes  the  first  known  violin 
sonata  and  a  through-composed  sonata  a  tre 
for  violin,  cornett  and  continuo  (also  the  first 
known  of  the  genre). 
Donati,  Ignazio.  See  Italy  10  Itinerant 
Musicians. 

Fontana,  Giovanni  Battista.  See  Italy  4 

Venice. 

Grancino,  Giovanni  {ft  c  1685-r  1726).  The 
most  important  Milanese  violin  maker  before 
G.B.  Guadagnini  and  the  teacher  of  C.G. 
Testore.  Grancino's  instruments,  based  on 
Amati  patterns,  arc  less  pretentious  in  appear- 
ance than  those  made  for  wealthier  clients  in 
Cremona.  Many  of  his  cellos  have  survived, 
though  most  have  been  cut  down  in  size. 

Grandi,  Alessandro.  See  Italy  4  Venice. 

Guameri.  Three  generations  of  Cremonese 
violin  makers.  Andrea  (ci  626-98)  was  appren- 
ticed to  Nicola  Amati  in  1641.  Yet,  in  spite  of 
this  influence,  he  was  one  of  the  first  to  make 
smaller  cellos.  I  lis  eldest  son,  Pietro  Giovanni 
(1655- 1720),  left  Cremona  for  Mantua  where 
he  became  a  eourt  musician;  the  few  instru- 
ments he  made  reveal  the  hand  of  a  per- 
fectionist. Andrea's  younger  son,  Giuseppe 
Giovanni  Battista  (1666-f  1739),  who  became 
his  father's  assistant,  inherited  the  business. 
The  cellos  he  made,  dating  from  the  1690s,  are 
particularly  fine.  From  171 5  he  was  assisted  by 
his  two  sons.  After  learning  the  craft,  Pietro 
(1695 -1 762)  went  to  Venice  where  he  was 
influenced  by  the  work  of  Matteo  Goffriller, 
Domenico  Montagnana  and  Carlo  Tononi;  his 
instruments  from  the  period  1730  to  1750  are 
much  esteemed.  Bartolomeo  Giuseppe, 
known  as  'del  Gesu'  (1698- 1744),  was  a  highly 
original  maker  whose  instruments  -  prized  for 
their  responsiveness,  strength  and  extra- 
ordinary beauty  of  tone  -  rank  with  those  of 
Antonio  Stradivari. 

Lampugnani,  Giovanni  Battista.  See  Italy 
io  Itinerant  Musicians. 

Legrenzi,  Giovanni.  See  Italy  4  Venice. 

Locatclli,  Pietro  Antonio.  See  Low  coun- 
tries /  United  Provinces. 

Lonati,  Carlo  Ambrogio.  See  Italy  10  Itin- 
erant Musicians. 

Marini,  Biagio.  See  Italy  10  Itinerant 
Musicians. 

Monteverdi,  Claudio.  See  Italy  j  Mantua. 
Perroni,  Giovanni.  See  Central  Europe  j 
Austro-Hungary:  Vienna . 
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Rognoni  Taeggio,  Francesco  (d  before 
1626).  Virtuoso  instrumentalist  (violin,  viol 
and  flute),  composer  and  the  author  of  an 
important  treatise,  Selva  de  varii  passaggi 
(1620),  in  which  he  differentiated  between 
vocal  and  instrumental  diminutions  and 
described  complex  bow  strokes.  Rognoni  was 
the  son  of  Riccardo  Rognoni  (d  1619/20),  an 
instrumentalist  and  the  author  of  a  didactic 
treatise  (1592)  in  which  he  addressed  the 
differences  between  diminutions  for  string  and 
wind  instruments,  and  also  devoted  con- 
siderable space  to  the  bow  stroke. 

Francesco's  first  appointment  was  at  the 
Polish  court  of  Sigismund  III,  but  he  soon 
returned  to  Italy,  settling  in  Milan.  From  1610 
he  served  the  Prince  of  Masserano  and  from 
161 3  until  1624  he  was  director  of  music  to 
the  governor  of  Milan.  His  last  appointment 
was  as  maestro  di  cappella  of  S  Ambrogio.  He 
was  knighted  and  made  a  count  Palatine. 

Rugeri,  Francesco  [4I1  Per']  (1620-^1695). 
The  first  Cremonese  violin  maker  to  make 
smaller  cellos  (in  advance  of  Andrea  Guarneri 
and  Antonio  Stradivari).  Rugeri  was  Nicola 
Amati's  first  pupil  and  appears  to  have  initially 
exported  his  own  instruments  with  his  teach- 
er's label  on  them;  after  1670  he  usually  signed 

them  'II  Per'.  His  sons  Vincenzo  and  Giacinto 
{ft  1675-1730)  worked  with  him,  though 
neither  achieved  their  father's  greatness.  From 
1685  Francesco  lived  in  Modena. 
Sammartini,  Giovanni  Battista  (1700/01- 
75).  Important  Milanese  composer  of  sacred 
vocal  and  orchestral  music.  In  contrast  to  his 
elder  brother  Giuseppe,  Giovanni  Battista 
remained  all  his  life  in  their  native  Milan 
where  he  served  as  maestro  di  cappella  for  as 
many  as  1 1  churches  at  any  given  time.  In  1758 
he  helped  to  found  a  Milanese  philharmonic 
society,  after  nurturing  orchestral  playing 
there  over  many  years.  His  music  -  sonatas, 
quartets  and  quintets,  concertos,  overtures 
and  smfonte  -  circulated  widely  and  was  pub- 
lished as  far  afield  as  London  (where  Giuseppe 
resided);  other  sonatas  and  symphonies  were 
falsely  attributed  to  him.  He  composed  three 
operas  and  several  secular  cantatas,  as  well  as 
oratorios  and  sacred  cantatas,  most  of  which 
are  now  lost. 

Quantz  visited  him  in  1726;  Gluck  came 
to  Milan  to  study  with  him  during  1737-41. 
Later,  J.C.  Bach,  Luigi  Boccherini,  Leopold 
Mozart  and  Charles  Burney  sought  him  out. 
He  was  active  as  a  judge  in  competitions  and 
as  a  conductor  at  the  court  in  Milan.  The 
changes  taking  place  in  mid  18th-century 
Italian  music  are  reflected  in  his  chamber 
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music  and  sinfonte,  particularly  in  the  develop- 
ment of  Classical  sonata  form. 
Sammartini,  Giuseppe.  See  British  isles  / 
London. 

Stradivari,  Antonio  (1644- 1737).  Supreme- 
violin  maker  whose  career  spanned  70  years 
and  whose  instruments  remain  today  the  most 
admired  of  all.  As  a  pupil  of  Nicola  Amati  in 
Cremona,  Stradivari  inherited  a  100-ycar-old 
tradition  of  instrument  making  to  which  he 
contributed  the  crowning  achievements.  His 
sons  Francesco  (1 671  -1743),  Omobono 
(1679- 1 742)  and,  much  later,  Paolo  (1708-75) 
assisted  him  in  his  workshop.  Approximately 
650  instruments  survive.  His  earliest  were 
harps,  lutes,  mandolines,  guitars  and  tromba 
marinas  (1666-80),  as  well  as  bowed  instru- 
ments. From  1680  onwards  his  workshop  was 
in  the  Piazza  S  Domenico,  Cremona,  where 
he  concentrated  on  violins  and  cellos. 

Amati's  death  in  1684  freed  Stradivari  to 
pursue  his  own  innovations,  intended  to 
strengthen  the  tone  of  his  instruments.  During 
the  1 690s  he  experimented  with  the  elegant 
'Long  Strad'  pattern,  which  produced  instru- 
ments of  a  darker,  more  Brescian  tonal  quality. 
Stradivari's  finest  instruments  -  broader  in 
shape  and  bearing  his  secret  varnish  (remark- 
able for  both  its  beauty  and  acoustical  prop- 
erties) -  date  from  the  first  two  decades  of  the 
1 8th  century  and  in  particular  171 5,  when  the 
'Alard'  violin,  considered  the  most  perfect  in 
existence,  was  made.  The  ease  of  response 
and  richness  of  tone  of  these  instruments  are 
unrivalled. 

From  the  turn  of  the  century  Stradivari 
experimented  with  the  size  of  his  cellos.  His 
earlier  instruments  had  been  made  to  a  large 
pattern,  but,  inspired  by  the  success  of  G.P. 
Maggini's  smaller  cellos,  he  designed  a  smaller 
pattern  which  has  in  turn  influenced  all  sub- 
sequent makers.  Like  the  violins  from  this 
period,  the  20  cellos  that  survive  (the  'Duport', 
currently  owned  by  Rostropovich,  is  con- 
sidered the  finest)  are  highly  responsive  and 
breathtakingly  resonant.  During  his  last 
decade  (1727-37)  Stradivari  produced  nar- 
rower cellos,  similar  in  proportion  to  the 
'Long  Strad'  violins. 
Testore.  Family  of  Milanese  violin  makers, 
known  for  the  speed  at  which  they  turned  out 
remarkably  resonant,  inexpensive  instru- 
ments: Carlo  Giuseppe  (fl  1690  c  1720),  his 
sons  Carlo  Antonio  (fl  ri720-after  1760)  and 
Paolo  Antonio  (fl  c  1725-60),  and  Paolo's  son 
Pietro  (fl  1750-60).  Carlo  Giuseppe  was 
trained  by  Giovanni  Grancino  and  was  the 
most  gifted  of  the  line.  Testore  instruments 


can  be  distinguished  by  the  diagonal  bulge  of 
the  scroll's  volute;  Carlo  Antonio's  instru- 
ments are  characterized  by  a  flat-backed 
pegbox  and  a  double  set  of  lines,  without 
purfling,  scratched  into  the  back. 

Viadana  [Grossi  da  Viadana],  Lodovico 
(< 1 560-1627).  Forward-looking  friar,  maestro 
dt  cappella  and  teacher.  He  was  one  of  the 
first  to  compose  and  publish  an  indispensable 
continuo  pan  for  a  collection  of  sacred  v  ocal 
concern '(1602)  and  one  of  the  first  to  advocate 
specific  ad  libitum  practices.  Viadana  was 
maestro  dt  cappella  at  a  convent  in  Cremona 
when,  in  1602,  he  published  the  widely 
acclaimed  Concerti  ecclesiastici  for  one  to  four 
voices.  Three  further  collections  of  sacred 
vocal  music  followed:  the  1607  Missa  dom- 
tnicalis  (for  solo  voice  and  continuo),  which  is 
the  earliest  known  example  of  liturgical 
monody;  the  ambitious  161 2  Salmi  a  4  cori 
(disposed  as  a  coro  favortto  of  five  solo  voices 
and  three  four-part  choirs  doubled  by  strings, 
cornetts,  bassoon  and  trombones,  and 
accompanied  by  three  organs  and  chitarrone 
but  apparently  adaptable  for  two  choirs), 
which  he  probably  composed  while  employed 
at  Fano  Cathedral  in  the  hope  of  gaining  the 
notice  of  the  Venetian  officials  at  S  Marco;  and 
the  Sacri  concent  us  (1615).  In  1610  Viadana 
published  a  single  volume  of  Sinfonie  musically 
for  eight  instruments  and  organ  continuo, 
which  he  named  after  Italian  cities. 

Visconti,  Gasparo.  See  British  ISLES  / 
London. 

Vitali,  Filippo.  Sec  Italy  10  Itinerant 
Musicians. 

Zani,  Andrea  (1696-1757).  Violinist  from 
(^asalmaggiore  (nr  Cremona)  and  transitional 
composer  whose  music  is  successively  cast  in 
Baroque,  galant  and  Classical  styles.  Around 
1730  Zani  went  to  Vienna  where  he  gained  a 
reputation  as  a  virtuoso  and  teacher  but  never 
acquired  a  court  post;  by  1738  he  was  back  at 
home,  where  he  remained  for  the  rest  of  his 
life.  I  le  published  Vivaldian  v  iolin  sonatas  and 
smjonie  da  camera  in  Casalmaggiore  in  the 
late  1 720s,  concerti  a  quatro  con  suoi  ripieni,  a 
collection  of  galant  sonatas  entitled  Pensieri 
armontct  in  Vienna  in  1735  and  another  in 
Paris  (1740;  a  Classical-style  trio  was  pub- 
lished posthumously  (1764)  in  London. 

Zuccari,  Carlo.  Sec  Italy  10  Itinerant 
Musicians. 
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Ariosti,  Attilio.  See  Italy  io  Itinerant 
Musicians. 

Baroni,  Leonora.  See  Italy  to  Itinerant 
Musicians. 

Buonamente,  Giovanni  Battista  (d  1642). 
Mantuan  musician,  thought  to  have  been  a 
pupil  of  Salamone  Rossi  -  a  singer,  violinist 
and  composer  of  some  of  the  earliest  trio 
sonatas.  Buonamente  served  as  a  chamber 
musician  to  the  Gonzagas  (possibly  under 
Monteverdi)  and  then  at  the  imperial  court  in 
Vienna  (1626-31).  His  first  three  books  of 
violin  sonatas  are  lost,  although  the  sub- 
sequent four  survive  (1626-37);  they 
encompass  canzona  and  variation  forms,  sin- 
fonias  and  dances;  many  are  based  on  popular 
runes.  About  163 1  he  became  a  Francis- 
can monk,  enabling  him  to  accept  posts  at 
churches  in  Parma  (1632)  and  Assisi  (1633). 
Only  a  few  of  his  sacred  vocal  works  (motets, 
Offices  and  Masses)  survive. 

Corbctta,  Francesco.  See  Italy  10  Itinerant 
Musicians. 

Farina,  Carlo.  Sec  Northern  Europe  4 

Saxony  and  Thuringia:  Dresden. 
Frcscobaldi,  Girolamo.  See  Italy  7  Papal 

States:  Rome. 
Gagliano,  Marco  da.  See  Italy  6  Tuscany. 
Leo  da  Modena.  See  Italy  4  Venice. 
L'Epinc,  Margherita  de.  See  British  isles  / 

London. 

Lonati,  Carlo  Ambrogio.  See  Italy  10  Itin- 
erant Musicians. 

Monteverdi,  Claudio  (Giovanni  Antonio) 
(1567- 1 643).  Important  pivotal  figure 
between  the  Renaissance  and  Baroque  styles. 
He  was  a  composer  of  the  first  rank  who  was 
remarkably  aware  of  his  place  in  the  main- 
stream of  the  contemporary  musical  con- 
tinuum and,  at  the  same  time,  uniquely  able 
gracefully  to  integrate  the  innovations  of  form, 
text  setting,  harmony  and  ornamentation  with 
the  traditions  he  had  inherited.  He  is  admired 
above  all  for  his  ability  to  penetrate  the  deeper 
layers  of  meaning  in  poetic  texts  and  to  bring 
the  characters  in  his  musical  dramas  to 
life. 

Monteverdi,  Cremonese  by  birth,  spent  the 
first  part  of  his  career  in  Mantua  in  the  service 
of  the  first  Vinccnzo  Gonzaga,  whose 
musicians  were  a  small  but  distinguished 
group.  There  he  remained  until  shortly  after 
the  duke's  death  in  161 2,  collecting  and  pub- 
lishing (in  Venice)  most  of  his  madrigals 
(books  3-5  and  the  1607  Scherzi  musicali), 
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becoming  embroiled  in  a  controversy  with  the 
conservative  G.M.  Artusi,  and  producing  a 
full-scale  French-style  ballet  (//  hallo  delle 
ingrate,  1608;  text  by  Rinuccini),  as  well  as 
two  of  the  most  famous  works  in  the  history 
of  opera:  L'Orfeo  (1607;  text  by  Striggio)  and 
L'Arianna  (1608;  text  by  Rinuccini).  In  1599 
Monteverdi  had  married  another  of  the  duke's 
musicians,  a  singer  Claudia  de  Cattaneis,  with 
whom  he  had  three  children;  her  death  in  1607 
had  a  profound  and  lasting  effect  on  him. 

During  the  1 590s  he  travelled  with  the  duke 
to  Austria  and  Hungary  (1595),  and  Flanders 
(1599).  Although  he  was  appointed  maestro  di 
cappella  in  1601,  he  had  expected  the  post 
much  earlier,  and  his  dissatisfaction  with  the 
working  conditions  in  Mantua  increased  with 
time.  The  popularity  of  his  madrigals  was 
fanned  by  the  controversy  over  the  merits  of 
the  seconda  prattica  -  and,  more  particularly, 
those  of  certain  questionable  innovations  in 
part-writing  which  Artusi  found  in  several  of 
Monteverdi's  as  yet  unpublished  madrigals  - 
conducted  in  pamphlets  and  the  prefaces  to 
his  fifth  book  of  madrigals  (1605) ana"  tne  l0o7 
Scherzi  musicali  (written  by  Monteverdi's 
younger  brother  Giulio  Cesare).  In  1610  he 
published  in  Venice  the  versatile  and  wide 
ranging  Sanctissimae  virgini  missa  senis  vocihus 
ad  ecclesiarum  choros  ac  Vespere  plurihus  decan- 
tandae  (better  known  unlay  as  the  Vespers), 
dedicated  to  Pope  Paul  V,  in  the  justifiable 
hope  that  he  might  increase  his  prestige  as  a 
composer  of  sacred  music  and  attract  a  better 
post.  Later,  in  1620,  when  invited  to  return 
to  Mantua,  he  firmly  declined,  though  he  had 
never  stopped  composing  music  for  the  court 
(for  example,  the  welcome  ballet  Tirsi  e  Clori, 
1 61 6)  and,  indeed,  continued  to  do  so  (working 
on  a  coronation  opera  La  finta  pazza  Ltcort, 
1 627,  which  was  never  performed  and  is  now 
lost). 

Monteverdi  took  up  the  post  of  maestro  di 
cappella  at  S  Marco,  Venice,  in  16 13  and 
quickly  set  about  revitalizing  the  choir  by 
hiring  new  virtuoso  singers  and  instru- 
mentalists and  augmenting  its  repertory  with 
works  by  Lassus  and  Palestrina  as  well  as  his 
own,  which  were  later  published  in  two  large 
and  varied  collections:  Selva  morale  e  spirituale 
(1641)  and  Messa  . . .  et  salmi  for  four  voices 
(1650).  In  order  to  continue  undertaking  com- 
missions from  religious  confraternities,  noble 
patrons  and  secular  academies,  Monteverdi 
relied  upon  proteges  such  as  Francesco 
Cavalli,  Alessandro  Grandi  and  Giovanni 
Rovetta  for  the  running  of  the  choir.  He  com- 
posed the  Combatttmento  di  Tancredt  e  Clo- 
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rinda  (with  its  revolutionary  stile  concitato\  text 
by  Tasso)  for  a  private  performance  in  Venice 
(1624),  music  for  intermedi  to  entertain  the 
Farnesc  court  at  Parma  (1628)  and  the  opera 
Proserpina  rapita  (text  by  Strozzi)  for  a  Vene- 
tian wedding  in  1630,  as  well  as  music  for 
Mantua.  He  also  found  it  possible  to  produce 
further  madrigal  collections  in  16 14,  1 619  (the 
seventh,  Concerto,  entirely  devoted  to  post- 
1600  genres),  1638  (Madrigali  guemert  et 
amorost,  which  includes  //  ballo  delle  tngrate, 
the  Combattimento  and  the  Lament  0  della 
ninfa),  and  1632  (Scherzi  musicali,  which 
includes  the  vocal  chaconne  for  two  tenors  and 
a  continuo  ground  bass  'Zefiro  torna');  the 
final  collection  appeared  posthumously  in 
1 65 1.  Having  survived  the  plague  that  hit 
Venice  in  1630- 1,  Monteverdi  took  holy 
orders  the  following  year. 

The  opening  of  the  public  opera  houses  in 
Venice  from  1637  onwards  led  to  a  demand 
for  productions  of  operas  from  the  aging  com- 
poser (now  in  his  70s).  //  ritorno  d'Ulisse  in 
patrta  (which  survives  in  a  manuscript  score 
in  Vienna;  text  by  Badoaro)  and  a  revival  of 
V Arianna  (now  lost,  except  for  the  famous 
lament)  were  performed  in  1640,  Le  nozze 
d'Enea  con  Lavinia  the  year  after  and  L'm- 
coronazione  di  Poppea  (text  by  Busenello)  in 
1643  (which  survives  in  manuscripts  in  Venice 
and  in  Naples,  where  it  was  performed  by  a 
Venetian  troupe  possibly  including  Francesco 
Manelli  and  Benedetto  Ferrari).  Monteverdi 
died  in  Venice  later  that  year. 

Monteverdi's  earliest  surviving  opera 
L'Orfeo,  though  grounded  in  late  Renaissance 
traditions,  catapulted  monody  -  by  his 
superior  fluency  and  craftsmanship  -  beyond 
the  limitations  imposed  on  it  by  the  more  self- 
conscious  Florentines.  L'Orfeo  was  altogether 
grander  in  scale  than  the  works  of  Peri  and 
Caccini  and  without  parallel  in  its  use  of  vir- 
tuoso instrumentalists  (in  the  opening 
Toccata,  Orfeo's  aria  'Possente  spirto'  -  with 
solos  for  two  v  iolins  and  two  cornettos,  etc.  - 
and  in  the  variety  of  continuo  instrumentation 
throughout).  The  loss  of  so  many  of  his 
dramas,  particularly  I' Arianna  which  was 
extremely  popular  when  given,  and  the  uncer- 
tainties surrounding  the  authenticity  of  // 
ritorno  d'Ulisse  and  Poppea  would  seriously 
hamper  a  proper  assessment  of  Monteverdi  as 
an  opera  composer  were  it  not  for  the  wealth 
of  dramatic  and  rhetorical  dev  ices  wov  en  into 
his  madrigals  which  corroborate  and  amplify 
the  techniques  employed  in  the  extant  operas. 
Orlandi,  Santi  (d  1619).  Florentine  composer 
who  followed  his  employer  (Prince  Fcr- 


dinando  Gonzaga)  to  Rome  and  then  to 
Mantua,  where  he  succeeded  Monteverdi  in 
1 61 2.  During  the  first  decade  of  the  century 
Orlandi  published  five  volumes  of  madrigals, 
of  which  only  fragments  of  three  volumes 
survive;  also  lost  is  the  music  for  his  161 7 
opera  Git  amort  di  Aci  e  Galatea. 

Peri,  Jacopo.  Sec  Italy  6  Tuscany. 

Rasi,  Francesco  (1 574-1 621).  Important 
tenor  soloist,  chitarrone  player,  composer  and 
poet  of  noble  birth  who  in  the  1 590s  served 
Grand  Duke  Fcrdinando  I  of  Tuscany  and 
Carlo  Gesualdo,  before  taking  up  a  permanent 
post  with  the  Duke  of  Mantua  in  1598.  In 
1600  he  sang  in  the  first  performances  of  Peri's 
Euridice  and  Caccini's  //  rapimento  di  Cefalo 
in  Florence.  In  1607  he  took  the  title  role  in 
Monteverdi's  L'Orfeo  in  Mantua.  The  fol- 
lowing year  he  sang  in  Marco  da  Gagliano's 
Dafne  and  published  the  first  of  two  collections 
of  monody,  Vaghezze  di  music  a  (for  which  he- 
provided  many  of  the  texts);  his  Madrigali 
appeared  in  1610.  While  on  tour  in  Austria  in 
161 2  Rasi  dedicated  a  manuscript  of  secular 
and  sacred  continuo  songs  to  the  Prince- 
Archbishop  of  Salzburg.  Although  he  com- 
posed an  opera,  Cibele,  ed  Ati,  for  the  16 17 
wedding  celebrations  of  his  patron  Fcr- 
dinando Gonzaga  and  Catarina  de'  Medici,  it 
was  never  performed.  His  last  collection  of 
music  (1620)  contained  four  'dialoghi  rap- 
presentativi'  for  three  solo  singers  and 
continuo.  His  poetry  was  issued  in  Venice,  in 
seven  volumes  entitled  La  cetra  di  sette  corde 
(1619). 

Rossi,  Salamone  (1570-^1630).  Mantuan 
instrumentalist  and  composer  associated  with 
the  Gonzaga  court,  where  he  was  a  con- 
temporary of  Monteverdi.  Rossi  lived  and 
worked  all  his  life  in  the  Jewish  ghetto  of 
Mantua.  Apart  from  his  sister  (Madama 
Europa)  who  was  a  singer,  he  had  no  relations 
among  the  other  17th-century  musicians  of 
that  name.  He  was  known  as  a  teacher  (Leo 
da  Modena  was  one  of  his  pupils)  and  is 
thought  to  have  belonged  to  one  of  the  Jewish 
theatrical  troupes  flourishing  at  that  time,  for 
although  he  dedicated  his  first  collections  of 
canzonettas  (1589)  and  five-part  madrigals 
(1600)  to  Vincenzo  Gonzaga  and  contributed 
intermedi  and  incidental  music  to  plays  given 
at  the  ducal  court,  Rossi  never  held  a  regular 
appointment  there  (he  was  classified  among 
the  musici  straordinarii)  -  mainly  because  he 
was  ineligible  to  join  the  choir.  It  is  assumed 
that  he  died  when  the  ghetto  was  destroyed 
after  the  imperial  troops  sacked  Mantua  in 
1630,  which  was  then  besieged  by  plague. 
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In  addition  to  five  books  of  madrigals,  pub- 
lished during  the  first  quarter  of  the  century, 
Rossi  issued  in  Venice  four  instrumental  col- 
lections of  sinfonie,  sonatas  and  dances,  as  well 
as  the  Hashirim  asher  lish'lomo  (1622-3,  con_ 
taining  33  polyphonic  settings  of  Hebrew 
songs  for  use  in  synagogue  services).  The  mad- 
rigal collections  -  conservative  in  many  ways  - 
are  nevertheless  important  as  early  examples 
of  the  inclusion  of  an  instrumental  bass:  the 
first  (1600)  has  tablature  for  chitarrone,  the 
second  (1602)  and  third  (1603)  include  a  basso 
continuo  part  without  figures,  and  the  fourth 
(1610)  and  fifth  (1622)  have  figures.  The 
instrumental  collections  document  the  tran- 
sition between  the  homogeneous  canzona  and 
the  polarized  texture  of  the  emerging  Italian 
trio  sonata.  As  with  some  of  the  madrigals, 
Rossi  included  an  unfigured  part  for  the  chit- 
arrone; he  also  indicated  dynamics. 

Silvani  [V'alsini],  Francesco  (b  c  1660).  Prolific 
librettist,  working  in  Mantua  at  the  Gonzaga 
court  and,  after  the  death  of  the  last  duke  in 
1708,  in  Venice.  G.M.  Bononcini,  Alessandro 
Scarlatti,  Antonio  Caldara,  J.A.  Hasse,  Nicola 
Porpora  and  Nicolo  Jommelli  were  among 
those  who  set  his  texts,  and  Egidio  Duni, 
Handel  and  Gluck  used  adaptations. 

Striggio,  Alessandro  ('1573-1630).  Mantuan 
nobleman,  the  son  of  the  composer  of  the 
same  name,  a  diplomat  in  the  service  of  the 
Gonzagas,  librettist  and  viol  player.  Striggio 
published  his  father's  last  three  books  of  mad- 
rigals in  1596-7.  In  the  course  of  his  career  he 
was  made  a  count,  then  a  marquis  and  finally 
chancellor  in  1628.  He  prepared  opera 
librettos  for  Monteverdi  -  L'Orfeo(\bo-j)  and, 
in  all  probability,  Tirsi  e  Clori  (1616)  -  and 
for  Marco  da  Gagliano  -  //  trionfo  d'onore 
and  //  sacrificio  d'Ifigenia  (both  performed  in 
1608).  He  died  of  the  plague  in  Venice. 


4  Venice 

Alberti,  Domenico.  See  Italy  10  Itinerant 
Musicians. 

Albinoni,  Tomaso  Giovanni  [Zuane]  (1671- 
175 1).  Prolific  Venetian  composer  of  operas, 
cantatas  and  instrumental  chamber  music. 
Albinoni  came  from  a  prosperous  background 
and  considered  himself  a  musical  dilettante. 
That  his  talents  as  a  violinist,  singer  and  com- 
poser were  actively  encouraged  is  evident  from 
the  impressive  list  of  southern  European 
nobility  to  whom  his  early  collections  of 
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sonatas  and  concertos  were  dedicated.  A  life- 
long resident  of  Venice,  Albinoni  married  an 
opera  singer,  Margherita  Raimondi  (d  1721), 
and  composed  as  many  as  81  operas  (by  his 
own  count)  several  of  which  were  performed 
in  northern  Europe  from  the  1720s  onwards. 
In  1722  he  travelled  to  Munich  at  the  invi- 
tation of  the  Elector  of  Bavaria  to  supervise 
performances  of  /  vert  amici  and  //  trionfo 
d'amore  as  part  of  the  wedding  celebrations 
for  the  Prince-Elector  and  the  daughter  of  the 
late  Emperor  Joseph  I. 

I  lowever,  it  is  as  a  composer  of  instrumental 
music  (99  sonatas,  59  concertos  and  9  sin- 
fonias)  that  he  is  known  today.  In  his  lifetime 
these  works  were  favourably  compared  with 
those  of  Corelli  and  Vivaldi.  His  solo  cantatas 
were  equally  successful,  although  the  insu- 
larity of  his  style  -  melodically  alive  but  har- 
monically idiosyncratic  -  has  often  been 
remarked  upon.  He  is  credited  with  being  the 
first  Italian  to  compose  oboe  concertos  (op.  7, 
17 15)  and  the  first  regularly  to  employ  three 
movements  in  his  concertos  (op.  2,  1700). 
Alghisi,  Paris  Francesco  (1666-  1733).  Bres- 
cian  organist,  teacher  and  composer.  Through 
Orazio  Polaroli  (with  whom  he  studied  at 
Brescia  Cathedral)  Alghisi  acquired  a  post  at 
the  Polish  court  (*  1681  -3).  Upon  returning  to 
Brescia  he  entered  the  order  of  S  Filippo  Neri 
and  by  1693  was  appointed  maestro  dt  cappella 
to  their  Congregazione  delPOratorio,  for 
whom  he  composed  oratorios  (1689- 1705).  He 
also  served  as  cathedral  organist  and  belonged 
to  the  Brcscian  Collegio  dei  Nobili  and 
the  Bolognese  Accademia  Filarmonica.  In 
addition  to  sacred  music,  Alghisi  composed 
two  operas  for  the  Venetian  Teatro  SS  Giov- 
anni e  Paolo  (1690, 1 691)  and  published  single 
collections  of  trio  sonatas  (1693)  and  cantatas 
(by  1694;  now  lost). 

Arrusi,  Giovanni  Maria.  See  Italy  7  Papal 

States:  Bologna-Ferrara. 
Bembo,  Antonia.  See  France  /  Pans  and 

Versailles. 

Bernacchi,  Antonio  Maria.  See  Italy  to 

Itinerant  Musicians. 
Bernardi,  Stefano.  See  Italy  10  Itinerant 

Musicians. 

Bertali,  Antonio.  See  Cfatral  f.uropf.  3 
Austro-Hungary:  Vienna. 

Biffi,  Antonio  (1666/7- 1733).  Venetian  con- 
tralto. In  1702  he  succeeded  G.D.  Partenio  as 
maestro  di  cappella  at  S  Marco  and  maestro  di 
coro  of  the  Conserv  atorio  dei  Mendicanti.  He 
composed  sacred  music  and  oratorios. 

Bononcini,  Giovanni  Maria.  See  Italy  5 
Modena-Reggio. 
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Bonporti,  Francesco  Antonio.  See  Italy  7 
Papal  States:  Rome. 

Bontempi,  Giovanni  Andrea.  See  North- 
ern EUROPE  4  Saxony  and  Thurtngia:  Dresden. 

Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Boschi,  Giuseppe  Maria  (// 1608- 1744).  Bass 
singer,  famous  for  his  opera  performances  in 
villainous  and  tyrannical  roles.  Boschi  divided 
his  career  between  Venice  and  London,  with 
a  three-year  spell  (1717-20)  in  Dresden.  He 
met  Handel  in  Venice  and  with  his  wife,  the 
contralto  Francesca  Vanini  (d  1 744),  took  part 
in  the  1709  performances  of  Agrippina. 
Together  they  followed  Handel  to  London 
and  during  the  1710-11  season  established 
themselves  with  the  Queen's  Theatre 
Company,  taking  part  in  performances  of 
Handel's  Rinaldo.  After  his  stint  in  Dresden 
Boschi  joined  the  Royal  Academy  company, 
with  whom  he  regularly  took  major  roles  in 
productions  of  Handel,  Giovanni  Bononcini 
and  Ariosti.  He  and  his  wife  returned  in  1728 
to  Venice,  where  Boschi  continued  to  sing 
operatic  roles  for  at  least  one  season,  thereafter 
taking  up  a  place  in  the  choir  of  S  Marco. 

Brescianello,  Giuseppe  Antonio.  See 
Central  Europe  /  South  Germany. 

Burnacini,  Giovanni  and  Lodovico.  Sec 
Central  Europe  3  AttStra- Hungary:  Vienna. 

Caffarelli.  See  Italy  10  Itinerant  Musicians. 

Caldara,  Antonio.  See  Central  Europe  j 
Austro- Hungary:  Vienna . 

Calegari,  Francesco  Antonio  (1656-1742). 
Venetian  maestro  dt  cappella,  composer  of 
sacred  music,  teacher  and  theorist.  Calegari 
was  a  Franciscan  monk  who  studied  with 
Antonio  Lotti.  He  was  maestro  di  cappella  at 
S  Francesco,  Bologna  (1700),  and  S  Maria 
Gloriosa  dei  Frari,  Venice  (170 1-3),  before 
taking  up  a  more  permanent  post  (1703-27) 
at  the  Basilica  di  S  Antonio,  Padua  (where 
Tartini  was  primo  violino  e  capo  dt  concerto). 
His  last  years  were  spent  in  Venice,  at  S  Maria 
Gloriosa  dei  Frari.  According  to  F  A.  Vallotti, 
his  most  important  pupil,  Calegari  developed 
a  theory  of  chord  inversions,  at  much  the  same 
time  as  Rameau,  though  he  never  published 
it.  His  most  important  treatise  (Ampla  dimo- 
strazione  degli  armoniali  musicali  tuoni,  1732) 
treats  dissonance  in  figured  basses. 

Caresana,  Cristoforo.  See  Italy  8  Naples. 

Castello,  Dario  {ft  early  17th  c).  Venetian 
wind  player  and  composer.  I  lis  two  collections 
of  Sonate  concertate  in  stil  moderno  per  sonar 
nel  organo  overo  spineta  con  diversi  tnstrumenti, 
published  in  1621  and  1629,  represent  an 
important  contribution  to  the  development  of 


an  instrumental  idiom.  Presumably  his  sonatas 
were  composed  for  the  wind  ensemble  he 
directed  in  Venice:  they  are  scored  for  two  to 
four  instruments,  in  seven  to  nine  sections, 
and  employ  many  changes  of  tempo;  as  in  the 
sonatas  of  Salamone  Rossi  and  Biagio  Marini, 
the  treble  parts  (playable  on  the  flute,  cornett 
or  violin)  are  the  most  demanding. 
Cavalli,  Francesco  (1602  76).  Highly  suc- 
cessful early  Venetian  opera  composer  who 
was  associated  all  of  his  life  with  S  Marco. 
Cavalli,  born  Caletti  (he  later  took  the  name 
of  his  patron,  Federico  Cavalli),  showed  such 
promise  as  a  boy  soprano  that  at  the  age  of  14 
he  was  given  a  place  in  the  chapel  of  S  Marco. 
I  lis  association  there  with  Monteverdi  w  as  to 
be  a  major  influence  on  his  subsequent  career 
both  at  S  Marco  and  in  the  Venetian  opera 
houses.  In  1639  he  became  the  second  organist 
at  S  Marco,  and  he  assumed  the  duties  of 
principal  organist  long  before  he  was 
appointed  to  that  post  in  1665.  Within  hours 
of  his  appointment  (in  1639)  Cavalli's  first 
opera,  Lt  nozze  dt  Teti  e  di  Peleo,  was  pre- 
miered at  the  historic  Tcatro  S  Cassiano, 
which  was  the  scene  of  further  productions 
during  the  next  decade. 

Cavalli  is  known  to  have  composed  almost 
30  operas  (principally  in  collaboration  with 
Giovanni  Faustini)  for  the  Venetian  opera 
houses  -  the  Teatro  S  Moise,  S  Apollinare,  S 
Salvatore  and  SS  Giovanni  e  Paolo,  as  well  as 
S  Cassiano  among  them  the  popular  Egtsto 
(1643),  which  was  performed  in  Paris  as  early 
as  1646,  Ormindo  (1644),  Doriclea  (1645), 
Ciasone  (libretto  by  G.A.  Cicognini,  1648/9), 
Caltsto  ( 1 65 1  / 2),  Eritrea  ( 1 652),  Xerse  (libretto 
by  N.  Minato,  1654/5)  ar,d  Erismena  (libretto 
by  A.  Aureli,  1655).  His  operatic  style  -  the 
recitatives,  the  strophic  and  ground-bass  arias, 
the  comic  and  warlike  concitato  elements,  and 
particularly  the  laments  (inspired  by  Mon- 
teverdi's Arianna)  -  was  inevitably  very  much 
influenced  by  the  music  of  his  mentor.  Cav  alli 
also  composed  for  the  opera  houses  of  Naples 
(where  he  helped  to  found  a  tradition  of  opera 
during  the  1650s),  Milan  and  Florence. 

In  1660  Cavalli  was  prevailed  upon  by  Car- 
dinal Mazarin  to  travel  to  Paris,  where  Ercole 
amante  was  to  be  performed  in  a  grand  new 
theatre  (replete  with  machinery)  being  built 
by  Carlo  Vigarani  for  the  wedding  celebrations 
of  Louis  XIV.  In  the  event,  Xerse  was  per- 
formed instead,  and  then  in  a  makeshift 
theatre  in  the  Louv  re;  the  treble  role  of  Xerse 
w  as  transposed  to  suit  a  baritone,  and  the  acts 
were  interlarded  with  ballet  entrees  provided 
by  Lully.  Ercole  amante,  also  encumbered  w  ith 
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extensive  ballet  scenes,  was  finally  performed 
two  years  later  (on  7  February  1662),  by  which 
time  the  powerful  italophile  cardinal  had  died 
and  the  Italians  were  no  longer  as  welcome  in 
Paris.  The  performance  itself  was  a  disaster: 
the  machinery  was  noisy,  which  together  with 
the  inherently  bad  acoustics  of  the  new  theatre 
made  it  impossible  to  hear  the  text  of  the 
opera;  to  make  matters  worse,  Lully's  ballets 
(in  which  the  king  and  queen  danced)  over- 
whelmed the  opera  in  splendour  and  duration. 
Disillusioned,  Cavalli  returned  to  Venice,  and 
in  1668  was  appointed  maestro  di  cappella  at  S 
Marco. 

Ccrnohorsky,  Bohuslav  Mat&j  (1684-1742). 
Bohemian  minoritc  organist,  teacher  and  com- 
poser who  worked  in  Italy  -  at  Assisi  (1710- 
15)  and  Padua  (1715-20  and  1 731 -41)  -  for 
most  of  his  career.  In  Prague  he  was  attached 


to  a  monastery  (1720-31),  where  he  nurtured 
a  school  of  late  Baroque  Bohemian  composers. 
His  pupils  included  Tartini  and  Gluck. 
Cesti,   Antonio.   See   Italy   10  Itinerant 

Musicians. 

Corradi,  Giulto  Cesare  (d  1 701/2).  Venetian 
librettist  whose  opera  seria  texts  were  popular 
with  such  composers  as  Giovanni  Legrenzi, 
Carlo  Pallavicino,  P. A.  Ziani,  the  Pollarolos, 
Albinoni  and  P.F.  Alghisi  during  the  last 
quarter  of  the  17th  century.  Almost  all  of  his 
librettos  were  based  on  historical  subjects  and 
required  machinery  and  a  ballet  troupe  for  the 
entr'actes;  two  employed  choruses  and  most 
incorporated  comic  scenes. 

Cuzzoni,  Franccsca.  See  Italy  10  Itinerant 
Musicians. 

DalPAbaco,  Evaristo  Felice.  See  Central 
EUROPE  /  South  Germany:  Munich. 
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Draghi,  Antonio.  See  Central  Europe  3 
Austro-IIungary:  Vienna . 

Durastanti,  Margherita.  See  Italy  to  Itin- 
erant Musicians. 

Facco,  Giacomo.  See  Iberian  peninsula  and 
colonies  /  Spain. 

Farinel,  Jean-Baptiste.  See  France  /  Paris 
and  Versailles. 

Faustini.  Managers  of  Venetian  public  opera 
theatres  during  the  mid  17th  century.  Giov- 
anni Faustini  (41619-51),  director  of  the 
Teatro  S  Aponal,  was  also  a  skilful  opera 
librettist  who  collaborated  with  Cavalli  from 
1642  on  such  works  as  Egisto  (1643),  Ormindo 
(1644),  Donclea  (1645),  Calisto  (165 1/2)  and 
Eritrea  (1652)  which  had  their  first  per- 
formances at  the  Teatro  S  Cassiano  and  the 
Teatro  S  Apollinare.  His  brother  Marco  (d 
after  1675)  succeeded  him  at  S  Aponal,  and 


thereafter  managed  first  the  Teatro  S  Cassiano 
(from  1658)  and  then  the  Teatro  SS  Giovanni 
e  Paolo  (166 1 -7)  where  he  staged  productions 
of  Giovanni's  dramas.  1  lis  correspondence  re- 
veals much  about  theatre  practices  of  the  day. 
Fcdcli  [Saggione|.  Venetian  family  of 
musicians  and  composers.  Carlo  ((1622-85) 
was  a  string  bass  player  at  S  Marco  from  1643 
and  maestro  de  comer ti  from  1661.  His  four 
sons  played  under  him  -  Alessandro  (b  £1653), 
Antonio  (//  1686-93),  Ruggiero  (?<i655~i722) 
and  Giuseppe  [Joseph  Saggione]  (//  1680 
1733)  -  before  going  their  separate  ways.  In 
addition  to  his  duties  at  S  Marco,  Carlo  played 
in  theatre  orchestras,  composed  several  operas 


Venice  {Novum  totius  Italtae  Theatrum, 
1705) 
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and  served  as  maestro  di  si rumen ti  (1662-72) 
at  the  Mendicanti.  In  1685  he  published  a  set 
of  12  sonatas,  some  of  which  incorporate  a 
concertante  cello  part. 

Ruggiero  Fedeli  was  a  viola  player,  opera 
singer,  and  composer  of  sacred  and  secular 
vocal  music  who  held  a  string  of  appointments 
at  German  courts,  notably  Berlin  and  Kassel, 
but  also  Bayreuth,  Dresden,  Hanover,  Brun- 
swick (where  his  opera  Almira  was  performed 
in  1703)  and  Wolfenbuttel.  He  served  as  com- 
poser of  the  Berlin  court  chapel  (1691-4, 
1702),  composed  funeral  music  for  Queen 
Sophia  Charlotte  in  1705  and  was  made  court 
composer  and  conductor  in  1 708.  Meanwhile, 
Ruggiero  had  been  Kapellmeister  at  Kassel 
from  1700  until  1702,  a  post  to  which  he 
returned  definitively  in  1709. 

Giuseppe  Fedeli  played  the  trombone  and 
double  bass.  Around  the  turn  of  the  century 
he  settled  in  Paris  where,  with  Monteclair,  he 
became  the  first  double  bass  player  in  the 
orchestra  of  the  Academic  Royale  de  Musique 
(f  1701).  In  1706  his  opera  The  Temple  of  Love 
was  performed  in  London  at  the  Haymarket 
Theatre.  In  Paris  he  published  a  collection  of 
violin  sonatas  in  17 15  and  three  recuetls  d'airs 
francais  dans  le  gout  italien  (1728),  and  con- 
tributed to  popular  anthologies. 

Ferrandini,  Giovanni  Battista.  See  CENTRAL 
EUROPE  /  South  Germany:  Munich. 

Ferrari  [4dalla  Tiorba'],  Benedetto  (1603/4- 
81).  Theorbist,  opera  librettist  and  composer 
who  collaborated  with  Francesco  Manelli  on 
the  earliest  operas  for  the  public  theatres  of 
Venice.  Ferrari  sang  with  the  choir  of  the 
Collcgio  Germanico  in  Rome  (161 7-1 8),  was 
associated  with  the  Farnese  court  at  Parma 
(1619-23)  and  may  have  worked  in  Modena 
before  taking  up  residence  in  Venice  (1633- 
44).  In  Venice  he  published  two  collections  of 
madrigals  and  arias  (Musiche  varie,  1633  and 
1637;  many  of  the  texts  were  his  own)  and 
prepared  librettos  for  Manelli's  V Andromeda 

(1637)  ,  which  marked  the  opening  of  the 
Teatro  S  Cassiano,  and  La  maga  fulminata 

(1638)  .  For  the  first  season  of  the  Teatro  SS 
Giovanni  e  Paolo  in  1639  he  wrote  both 
libretto  and  music  for  L'Armida.  Perhaps  his 
most  important  work  is  //  pastor  regio  (1640), 
for  which  he  again  wrote  both  text  and  music; 
although  the  score  is  lost,  the  haunting  final 
ostinato-bass  duet  'Pur  ti  miro,  pur  ti  godo'  is 
preserved  as  the  finale  in  the  surviving  manu- 
scripts of  Monteverdi's  L'incoronazione  di 
Pop  pea. 

Ferrari  toured  as  a  theorbist  with  the  Vene- 
tian company  (led  by  Manelli)  in  residence 
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at  Bologna  during  the  1640-41  season;  after 
returning  to  Venice,  he  departed  again  in  1644, 
following  the  performances  of  his  //  prtneipe 
giardiniero,  for  Modena  where  he  renewed  his 
connections  with  the  Este  court  (for  whom  he 
wrote  and  composed  ballets).  In  1651  he  was 
employed  at  the  Viennese  court  of  Ferdinand 
III  as  an  instrumentalist  and  the  director  of 
court  festivities,  but  two  years  later  he 
returned  to  Modena,  where  he  spent  his  last 
years. 

Fiocco.  See  Low  countries  2  South  Nether- 
lands. 

Fontana,  Giovanni  Battista  (d  c  1630).  Bres- 
cian  violinist  who  worked  in  Rome,  Venice 
and  Padua.  He  composed  duo  and  trio  sonatas 
for  violin,  cornetto  and  continuo  (innovative 
in  their  inclusion  of  bass  concertante  parts 
for  cello  or  bassoon),  which  were  published 
posthumously  in  Venice  in  1641.  Together 
with  Biagio  Marini  (a  fellow  Brescian), 
Fontana  was  an  important  figure  in  the  early 
development  of  the  Italian  solo  sonata. 

Fontei,  Nicolo  (^1647).  Organist  and  com- 
poser associated  with  Giulio  and  Barbara 
Strozzi  in  Venice.  Fontei  settled  in  Venice 
before  1634,  entered  the  priesthood  and 
undoubtedly  attended  the  meetings  of  Stroz- 
zi's  Accademia  degli  Unisoni  (founded  in 
1637).  Little  is  known  of  his  professional 
activities,  other  than  that  in  1640  he  failed,  in 
competition  with  Cavalli,  to  gain  the  post  of 
second  organist  at  S  Marco.  However  he  did 
publish  three  books  of  Bizzarrie  poetiche 
(1635,  1636,  1639),  settings  for  one  to  three 
voices  of  Giulio  Strozzi's  poetry,  dedicated  to 
Barbara  Strozzi:  the  first  book  contains  the 
earliest  known  published  examples  of  the 
rondo  cantata  (a  structure  that  particularly 
occupied  him),  while  the  second  is  taken  up 
with  solo  arias,  and  the  third  contains  his  finest 
bel  canto  arias  (in  triple  time).  In  1642  his 
only  known  opera,  Sidonio  e  Dorisbe,  was 
mounted  at  the  Teatro  S  Moise.  Some  of 
Fontei's  sacred  works  call  for  large  forces, 
such  as  his  Masses  and  psalms  (1647)  which 
require  as  many  as  eight  voices,  violins  and 
continuo. 

Fonteio,  Giovanni.  See  Northern  Europe  2 
Scandinavia,  Nielsen,  Hans. 

Forster,  (Caspar.  See  Northern  Europe  7 
Itinerant  Musicians. 

Gabricli,  Giovanni  (ci 553/6-1 6 12).  Organist 
at  S  Marco,  composer  and  important  tran- 
sitional figure.  Gabrieli  presided  over  the 
change  from  prima  to  seconda  prat  tic  a,  and  his 
own  music  represents  one  of  the  stylistic  high 
points  of  the  Renaissance,  while  incorporating 
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elements  of  the  modern  style  of  Monteverdi. 
Using  a  polychoral  texture  as  a  starting-point, 
Gabrieli  assigned  parts  then  whole 
choruses  -  to  instruments.  He  made  ensem- 
bles of  instruments  contrast  with  voices  and 
with  tutti  ensembles,  as  well  as  with  one 
another  in  sectional  motets  such  as  In  ecclesits 
benedictte  Domino  from  the  Symphomae  sacrae 
( 1 6 1 5).  He  designated  instrumental  pieces 
'canzonas'  and  'sonatas',  and  in  the  Sonata 
pian  e  forte  from  the  Sacrae  symphomae  ( 1 597) 
he  became  the  first  composer  to  specify 
dynamics.  In  his  later  works  he  often  gave  the 
organ  a  continuo  role.  Gabrieli  was  one  of 
the  most  famous  and  certainly  most  dedicated 
teachers  of  his  time;  pupils  came  from  all  over 
Europe  and  Scandinavia.  His  last  and  most 
important  pupil  was  Heinrich  Schiitz,  whose 
Psalmen  Davids  (1619)  and  Cant  tones  sacrae 
(1625)  best  demonstrate  Gabrieli's  influence. 

Gabrielli,  Domenico.  Sec  Italy  7  Papal 
States:  Bologna-Ferrara. 

Galuppi,  Baldassare  (1706  85).  Prolific  com- 
poser of  operas  and  oratorios  which,  though 
composed  within  the  boundaries  of  the 
Baroque  era,  belong  to  the  early  Classical 
period.  His  importance  in  this  context  is  as 
a  prominent  opera  buffa  composer.  Galuppi 
(known  as  'II  Burancllo'  after  the  Venetian 
island  where  he  was  born)  worked  primarily 
in  Venice  as  a  maestro  dt  cappella  at  the  Ospe- 
dale  dei  Mendicanti  (1740-51),  later  at  S 
Marco  (\ice-maestro  in  1748  and  maestro  from 
1762)  and  then  at  the  Ospedalc  degli  Incu- 
rabili.  He  spent  three  years  from  1765  as 
maestro  dt  cappella  to  Catherine  the  Great  in 
St  Petersburg;  his  presence  there  decisively 
influenced  the  course  of  Russian  music.  Wher- 
ever he  worked  he  imposed  strict  discipline, 
thereby  considerably  raising  the  standards  of 
performance.  For  these  institutions  he  com- 
posed liturgical  music  and  oratorios. 

Galuppi's  earliest  theatrical  success  came  as 
a  composer  of  opera  seria.  As  early  as  1729 
Dormda  was  presented  at  S  Samueie.  But  he 
composed  his  finest  works  in  the  1740s,  while 
in  London  at  the  King's  Theatre  (174 1-3)  and 
in  Vienna  at  the  Burgtheater  (1748-9);  he  also 
composed  for  the  Italian  opera  nouses  at 
Milan,  Mantua,  Modena,  Reggio,  Rome, 
Verona,  Naples,  Padua  and  Livorno.  Demo- 

foonte  (text  by  Metastasio)  was  commissioned 
in  1749  for  the  Teatro  del  Buen  Retiro  in 
Madrid.  His  first,  tentative  essay  in  opera  buffa 
came  in  1745  -  La  forza  d'amore,  written  for 
S  Cassiano,  Venice.  Like  Pergolesi's  La  serva 
padrona,  Galuppi's  comic  operas  were  popu- 
larized by  travelling  companies.  Among  his 


best-loved  works  were  those  with  librettos  by 
Goldoni,  such  as  L' Arcadia  in  Brenta  (1749) 
and  //  filosofo  di  campagna  (1754).  Galuppi 
enjoyed  popular  acclaim  wherever  he  went, 
but  his  popularity  was  ephemeral  and  quickly 
waned  after  his  death.  He  spent  his  last  years 
in  Venice  and  died  a  wealthy  man. 

Gasparini,  Francesco.  See  Italy  7  Papal 
States:  Rome. 

Gnocchi,  Pictro  (1 677-1 771).  Brescian  priest, 
scholar  and  composer  who  at  the  age  of  85  was 
finally  appointed  maestro  dt  cappella  at  Brescia 
Cathedral.  Gnocchi  studied  in  Venice  and 
travelled  in  Austria,  Bohemia  and  Saxony.  He 
was  a  prolific  writer  and  composer,  the  author 
of  a  25-volume  history  of  ancient  Greek  col- 
onies, a  treatise  on  Brescian  memorial  tablets 
and  a  12-volume  manuscript  collection  of 
Salmi  brevi.  He  entitled  his  six-voice  anti- 
phonal  Magnificat  settings  '11  capo  di  buona 
Speranza'  and  'II  rio  de  la  plata',  and  his  four- 
voice  Masses  'Europe',  'Asia',  'Africa'  and 
'America'. 

Goffriller,  Matteo  (41659-1742).  Venetian 
maker  of  string  instruments,  working  from 
1690  until  1720.  The  diversity  of  pattern  and 
quality  among  his  instruments,  together  with 
an  almost  complete  absence  of  labels,  have 
meant  that  until  recently  many  were  mis- 
attributed.  I  lis  cellos,  based  on  the  large  Amati 
pattern  and  nearly  all  subsequently  cut  down, 
are  particularly  prized. 

Goldoni,  Carlo  (1707-93).  Playwright  and 
opera  buffa  librettist,  called  the  'father  of 
modern  Italian  comedy'.  Although  trained  in 
law,  Goldoni  aspired  to  be  an  opera  seria  poet; 
but  in  1734,  to  augment  the  income  from 
his  duties  as  poet  of  the  Teatro  S  Giovanni 
Grisostomo,  he  began  writing  intermezzos  for 
a  Venetian  comedy  troupe.  From  1743  until 
1748  he  practised  law  in  Tuscany,  during 
which  time  Neapolitan  opera  buffa  was  suc- 
cessfully introduced  in  Venice.  This  hiatus 
allowed  him  to  formulate  a  new  vision  of  both 
spoken  and  musical  Italian  comedy  (in  terms 
of  form  and  content)  that  would  ultimately 
dignify  the  genre  and  ensure  a  wider  European 
audience. 

In  his  opera  buffa  librettos  Goldoni  sim- 
plified the  plot  (by  reducing  the  proportion 
of  recitative  and  thus  hastening  the  action), 
allowed  for  a  greater  variety  of  aria  and  ensem- 
ble forms  and  called  for  more  elaborate 
scenery.  Each  year  from  1748  until  1762,  he- 
wrote  at  least  six  spoken  comedies  and  as  many 
as  five  opera  buffa  librettos  which  were  set  by 
composers  such  as  G.B.  Lampugnani,  Niccolo 
Piccinni,  Baldassare  Galuppi  and  Egidio  Duni 
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(and  later  Giovanni  Paisiello,  F.L.  Gassmann 
and  Antonio  Salieri),  effectively  dominating 
the  Venetian  stages. 

In  1756  he  prepared  three  librettos  for  the 
Bourbon  court  at  Parma  (where  he  was  made 
court  poet),  which  were  so  successful  that  in 
1762  he  was  invited  to  Paris  by  the  Comedie- 
Italienne.  For  his  services  as  Italian  tutor  to 
Princess  Adelaide  at  Versailles  he  received  a 
pension  which  enabled  him  to  retire. 
Grand i,  Alessandro  (?  1586- 1630).  Important 
north  Italian  contemporary  of  Monteverdi  and 
composer  of  church  music  in  the  concertato 
style.  Grandi  held  appointments  at  Ferrara  (as 
maestro  di  cappella  of  the  Accademia  della 
Morte,  the  Accademia  dello  Spirito  Santo  and 
finally  at  Ferrara  Cathedral),  before  moving 
to  Venice  in  161 7,  where  he  became  a  singer 
at  S  Marco  under  Monteverdi.  In  1620  he 
became  Monteverdi's  deputy,  a  post  he 
retained  until  1627.  While  there  he  put  aside 
the  polyphonic  techniques  that  had  served  so 
well  in  his  motets  of  the  decade  1610-20 
(however,  his  dramatic  lament  Plorabo  die  ac 
nocte,  from  that  period,  for  the  Madonna  and 
three  onlookers  -  all  of  whom  have  extended 
solos  -  is  but  one  example  of  his  early  use  of 
monody  and  dialogue  style)  and  embraced  the 
monodic  style,  concentrating  on  composing 
solo  and  concerted  motets  which  gave  greater 
scope  to  his  gifts  as  a  melodist  and  dramatist. 

Grandi  imbued  all  his  music  with  remark- 
able emotional  intensity,  as  in  his  motet  O 
quant  tu  pulchra  es  (1625),  but  it  is  his  use 
of  instruments  -  effectively  grafting  the  trio 
sonata  on  to  monody  -  that  characterizes  his 
Venetian  period.  Moving  beyond  his  popular 
collections  of  concertato  madrigals  (161 5, 
1622),  he  is  thought  to  have  coined  the  term 
'cantata'  by  publishing  four  collections  of 
secular  Cantade  et  arte  during  the  1620s. 

Grandi  left  Venice  for  Bergamo  in  1627, 
when  he  was  appointed  maestro  di  cappella  at 
S  Maria  Maggiore.  In  contrast  to  his  earlier 
works,  his  music  for  Bergamo  is  on  a  grand 
scale,  calling  upon  his  strengths  as  a  composer 
for  combined  solo,  instrumental  and  choral 
forces.  He  carried  the  concertato  principle 
further  by  juxtaposing  groups  of  soloists  and 
a  choir  with  instrumental  doubling  in  his  1629 
collection  of  eight-part  psalms.  Grandi  died 
in  the  1630  outbreak  of  plague. 
Grillo,  Giovanni  Battista  (d  1622).  Italian 
organist  and  composer  who,  after  apparently 
studying  with  Giovanni  Gabrieli,  spent  his 
early  career  in  the  service  of  Archduke  Fer- 
dinand of  Austria  in  Graz.  By  161 2  he  had 
returned  to  Venice,  where  he  was  elected 
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organist  of  the  Scuola  Grande  di  S  Rocco  (a 
religious  confraternity);  despite  a  challenge  by 
Giovanni  Picchi,  he  was  confirmed  in  the  post 
in  1613.  From  1615  he  was  organist  at  Santa 
Madonna  dell'Orto  and  four  years  later  was 
appointed  first  organist  at  S  Marco.  His  Sacri 
concentus  ac  symphomae  (1618)  owe  much  to 
Gabrieli;  he  also  composed  motets  and,  with 
Monteverdi  and  others,  contributed  music  for 
the  Requiem  Service  for  Cosimo  II  of 
Tuscany  in  1621. 
Grimani  Maria  Margherita.  See  Central 

EUROPE  j  Austro-Hungary:  Vienna. 
Grossi,  Giovanni  Francesco.  See  Italy  10 

Itinerant  Musicians. 
Handel,  George  Frideric.  See  British  isles 
/  London. 

Hassc,  Johann  Adolf.  See  Northern  Europe 
4  Saxony  and  Thuringia:  Dresden. 

II  Verso,  Antonio.  See  Italy  9  Sicily. 

Ivanovich,  Cristoforo  (1628-89).  Dalmatian 
theatre  historian  and  librettist  working  in 
Venice.  Ivanovich  held  posts  of  sotto-canone 
(1676)  and  canone  ( 1 68 1 )  at  S  Marco  while 
working  on  an  index  of  Venetian  opera  per- 
formances during  the  period  1637-87,  which 
also  contains  an  important  discussion  of 
theatre  practices.  I  lis  own  opera  librettos  were 
set  by  P.A.  Ziani  {La  Circe,  1665),  G.M.  Pagli- 
ardi,  Cavalli  (//  Coriolano,  1669)  and  G.D. 
Partenio. 

Kapsbergcr,  Johann  Hieronymus.  See 
Italy  7  Papal  States:  Rome. 

Lambranzi,  Gregorio  (ft  early  18th  c). 
Ingenious  Venetian  choreographer  and  author 
of  a  lavishly  illustrated  (101  engraved  plates) 
book  on  theatrical  dance,  published  in  Nurem- 
berg: Neue  und  curieuse  theatralische  Tanz- 
Schul  (171 6).  In  it  he  included  dances  for 
two  tennis  players,  fishermen,  soldiers  and 
gymnasts. 

Lauren ti,  Antonia  Maria  Novclli.  See  Italy 
7  Papal  States:  Bologna-Ferrara. 

Legrenzi,  Giovanni  (1626-90).  Organist  and 
highly  influential  composer.  Legrenzi  worked 
in  a  number  of  north  Italian  cities:  Bergamo, 
where  he  served  as  organist  at  S  Maria  Mag- 
giore ( 1 645-56);  Ferrara,  as  maestro  di  cappella 
of  the  Accademia  dello  Spirito  Santo  (1656— 
65);  and,  finally,  Venice,  where  he  held  a 
number  of  appointments  in  succession,  cul- 
minating in  that  of  maestro  di  cappella  at  S 
Marco  (1685  until  his  death).  There  were 
difficult  moments,  such  as  in  1654  when  he 
was  temporarily  dismissed  from  his  post  at 
Bergamo,  and  the  disappointments  of  not 
becoming  Kapellmeister  at  the  Viennese  court 
or   maestro   di   cappella   at   either  Milan 
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Cathedral  (1669)  or  S  Petronio,  Bologna 
(1671). 

He  had  to  wait  nearly  ten  years  half  of 
them  as  vice-maestro  -  for  the  post  at  S  Marco, 
having  been  passed  over  in  1676  when  Natalc 
Monferrato  was  appointed  to  succeed  Cavalli, 
but  during  his  tenure  there  as  maestro,  the 
cappella  and  the  concerto  of  strings,  cornetts, 
bassoon  and  trombones  were  expanded  with 
the  enthusiastic  backing  of  the  procurators. 
Legrenzi's  extant  sacred  music  (psalms  and 
motets  for  a  wide  spectrum  of  forces)  dates 
from  his  years  at  Bergamo  and  Ferrara;  only 
a  five-part  Mass  in  stile  antico  (1689)  survives 
from  his  Venetian  years. 

It  was  in  Ferrara  that  Legrenzi  began  com- 
posing operas  (very  much  in  the  style  of  P.  A. 
Ziani  and  Ccsti)  for  the  Teatro  S  Stefano. 
In  this  he  had  been  encouraged  by  a  newly 
acquired  patron  and  friend,  Hippolito  Bcnti- 
voglio,  who  provided  him  with  a  number  of 
librettos.  Such  was  the  success  of  L'Achille  in 
Sciro  (1663)  that  it  was  produced  in  Venice 
the  following  year,  at  the  Teatro  S  Salvatore, 
thereby  establishing  Legrenzi  as  an  opera 
composer  with  whom  to  reckon.  He  wrote  at 
least  14  operas  for  Venice  (1668  84)  and  one 
for  the  Teatro  Ducale  in  Mantua  (1682). 
Several  of  his  operas  were  revived  during  his 
lifetime  -  in  particular,  Zenobia  e  Radanmto 
(1665),  Germanico  sul  Reno  (1676),  Lisimaco 
riamato  (1682)  and  Giustino  (1683)  at 
Bologna,  Brescia,  Macerata,  Milan  and 
Modena,  and,  after  his  death,  at  Florence, 
Genoa,  Rome,  Verona  and  Vicenza.  He  set  at 
least  one  oratorio  text  by  Bcntivoglio,  Oratorio 
del  giuditw  (1665),  which  was  performed  not 
at  Ferrara  but  at  Vienna  (when  he  was  hoping 
to  gain  an  appointment).  During  1676-8  three 
oratorios  were  performed  at  the  Accademia 
della  Morte  and  two  at  the  Chiesa  di  S  Filippo 
Neri  in  Ferrara. 

Among  the  most  important  features  of 
Legrenzi's  operas  and  oratorios  were  his 
instrumental  sinfonias  -  comprising  sonatas 
and  dances  -  and  aria  ritornellos.  To  his  for- 
midable command  of  the  traditions  of  fugal 
writing  (inherited  from  Frescobaldi)  and  the 
manipulation  of  large  forces  (influenced  by 
Gabricli)  Legrenzi  brought  a  modern  taste  for 
incisive  melodies  and  clear  tonal  harmonies. 
Six  large  collections  of  instrumental  music  - 
including  sonatas  for  violin  and  continuo,  trio 
and  quartet  sonatas,  as  well  as  two  Venetian 
polychoral  sonatas  in  six  parts  -  were  pub- 
lished in  Venice  (1655,  1656,  1663,  1673  and 
two  posthumously),  which  served  as  an 
important  influence  on  the  sonatas  and  con- 


certos of  Giuseppe  Torelli,  Vivaldi  and  even 
J.S.  Bach. 

Leo  (Leone]  da  Modena  (.-1571  ?i648). 
Jewish  writer  on  music  and  a  founder  of  the 
Accademia  Musicale  Ebraica  (1629-39)  in 
Venice.  Leo  lived  in  the  Jewish  ghetto  of 
Mantua  where  he  was  a  pupil  of  Salamone 
Rossi,  whose  polyphonic  settings  of  Hebrew 
songs,  Hashirtm  asher  lish'lomo  ('The  Songs  of 
Solomon')  he  edited  in  1622;  in  the  preface  he 
presented  a  defence  of  the  use  of  polyphonic 
singing  in  the  synagogue,  citing  Talmudic  and 
rabbinical  sources. 

Lconi,  Leone  (41560-1627).  Veronese  com- 
poser who  from  1588  to  1627  was  maestro  di 
cappella  of  Vicenza  Cathedral  and  a  member 
of  the  Accademia  Olimpica.  He  composed 
madrigals  and  motets,  some  of  which  use 
instrumental  trios  in  alternation  with  choral 
passages  ( 161 5),  rev  ealing  his  awareness  of  the 
stylistic  transformation  taking  place. 

Lupine,  Margharita  dc.  Sec  British  ISLES 
/  London. 

Lonati,  Carlo  Ambrogio.  See  Italy  10  Itin- 
erant Musicians. 

Lotti,  Antonio  (41667-1740).  Venetian 
maestro  di  cappella  and  teacher,  prolific  com- 
poser in  the  transitional  style  of  the  late 
Baroque  and  early  Classical  periods.  Though 
Lotti  was  attached  to  S  Marco  for  much  of  his 
career,  his  father  had  been  Kappellmeister  at 
I  Ianover  and  he  himself  worked  in  Dresden 
(1 717-19).  He  was  taught  by  Giovanni 
Legrenzi  (whose  1683  opera  Giustino  was  for 
a  time  attributed  to  Lotti)  and  was  himself 
the  teacher  of  such  composers  as  Domenico 
Alberti,  Girolamo  Bassani,  Baldassare 
Galuppi,  Michelangelo  Gasparini  and  Bene- 
detto Marcello.  His  operatic  career  was  con- 
fined to  the  period  1692  17 19,  during  which 
he  prov  ided  a  steady  stream  of  operas  for  the 
Venetian  theatres  of  S  Angelo,  S  Cassiano  and 
S  Giovanni  Grisostomo,  as  well  as  for  the 
Redoutensaal  and  Neues  Opernhaus  in 
Dresden  (see  Plate  8).  At  S  Marco  he  was 
employed  as  an  alto,  organist  and,  from  1736, 
prima  maestro  di  cappella;  he  composed  a  large 
quantity  of  music  with  organ  accompaniment 
for  the  choir.  His  Miserere  in  D  (1733)  was 
regularly  sung  at  the  basilica  on  Maundy 
Thursday  during  the  18th  century.  He  was  a 
founder  member  of  the  musical  fraternity  of 
S  Cecilia  (estab.  1690)  and  was  associated  with 
the  Ospedale  degli  Incurabili,  where  he 
exerted  an  important  influence  on  the  style  of 
singing  of  his  pupils,  for  whom  he  composed 
solo  motets,  choral  works  and  oratorios. 
In  1705  he  published  a  collection  ol  Duetti, 
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terzetti  e  madrigali  a  piu  voci,  which  he  dedi- 
cated to  Emperor  Joseph  I  (presumably  in  the 
vain  hope  of  gaining  a  post  at  the  Habsburg 
court).  His  pupil  Benedetto  Marcello  wrote 
critically  of  the  collection  171 1— 16)  and 
Giovanni  Bononcini  later  attempted  to  pass 
one  of  the  works  off  as  his  own  at  a  meeting 
of  the  Academy  of  Ancient  Music  in  London 
( 1 73 1 )  _  tbe  Academy  sought  testimony  from 
Lotti  in  Venice  and,  to  the  embarrassment  of 
Bononcini  and  Maurice  Greene,  published  a 
report  the  following  year  supporting  Lotti. 
Lotti  also  composed  a  number  of  solo  cantatas 
(some  with  strings)  and  occasional  works  for 
the  doge's  banquets. 

Madonis,  Luigi  (c  1690-^1770).  Venetian 
violinist  and  composer  working  abroad. 
Madonis  spent  the  first  half  of  his  career  based 
in  Venice  (where  he  very  probably  was  a  pupil 
of  Vivaldi)  and  the  second  in  St  Petersburg. 
From  V  enice,  he  toured  with  the  Peruzzi  opera 
troupe  to  Brcslau  in  1 725  and  Brussels  in  1 727; 
two  years  later  they  were  in  Paris  to  perform 
at  the  Concert  Spiritucl.  Madonis  remained 
for  a  while  in  the  service  of  the  Venetian 
ambassador  in  Paris,  where  he  published  a 
collection  of  violin  sonatas  (1731).  Upon  his 
return  to  Venice  he  was  invited  by  Empress 
Anna's  envoy  to  join  the  Russian  court  orches- 
tra; accompanied  by  his  brother  (a  violinist 
and  horn  player),  he  travelled  to  St  Petersburg 
in  1733.  Five  years  later  he  published  a  col- 
lection of  1 2  'symphonies'  (actually  suites  for 
violin,  cello  and  continuo,  dedicated  to  the 
empress)  which  are  among  the  few  examples  of 
Baroque  music  written  and  printed  in  Russia. 
Upon  the  coronation  of  the  Regent  Elizabeth 
in  1742,  Madonis  was  appointed  Kapellmeis- 
ter; he  retired  in  1767.  He  was  married  twice, 
to  an  Italian  woman  and  then  a  Russian. 

Maggini,  Giovanni  Paolo  (c  158 1-^1632). 
Highly  esteemed  violin  maker  of  the  Brescian 
school  (a  pupil  of  Gasparo  da  Salo),  whose 
violas  and  cellos  are  thought  to  be  the  first  on 
a  small  model;  though  compact  in  size,  his 
violins  are  v  alued  for  their  breadth  of  tone  and 
depth  of  response  and  were  much  copied  in 
their  day.  Maggini's  influence  is  particularly 
evident  in  the  instruments  of  Stradivari  and 
Guarneri;  he  also  made  bass  v  iols  and  Brescian 
citterns. 

Manclli,  Francesco  [?*H  Fasolo']  (1594- 
1667).  Singer,  poet  and  composer  who  col- 
laborated with  the  poet-composer  Benedetto 
Ferrari  on  the  earliest  opera  productions  pre- 
sented at  the  new  opera  houses  in  Venice 
during  the  late  1630s.  After  an  early  stint 
at  Tivoli  Cathedral,  Manelli  went  to  Rome 
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(1624),  where  he  met  and  married  a  Roman 
singer  (Maddalena).  They  pursued  their 
careers  separately  until  1637,  when  he  joined 
his  wife  in  Venice  and  began  working  with 
Ferrari.  Manelli  composed  L' Andromeda  (text 
by  Ferrari)  for  the  opening  in  1637  of  the 
Teatro  S  Cassiano,  where  their  La  maga  ful- 
minata  was  performed  the  following  season; 
along  with  his  wife,  he  took  multiple  roles  in 
both  productions.  While  holding  a  post  in  the 
choir  of  S  Marco  as  a  bass  in  1639,  Manelli 
also  found  time  to  collaborate  with  Giulio 
Strozzi  on  La  Delia,  which  opened  the  new 
Teatro  SS  Giovanni  e  Paolo;  L'Adone  (once 
thought  to  be  by  Monteverdi)  followed  soon 
after.  His  last  Venetian  opera,  L'Alcate,  was 
performed  at  the  Teatro  Novissimo  in  1642. 
In  the  interim  he  served  as  impresario  for  a 
tour  by  a  Venetian  troupe  (which  included 
Ferrari)  to  Bologna,  where  his  wife  (in  the  role 
of  Venus)  and  their  son  Costantino  (Cupid) 
sang  in  performances  of  La  Delia  and  Mon- 
teverdi's //  ritorno  d'  Vlisse  in  patria.  His  last 
years  were  spent  in  Parma,  where  he  composed 
musical  dramas  for  the  Farnese  court  theatre. 
None  of  his  operas  survives. 
Marazzoli,  Marco.  See  Italy  7  Papal  States: 
Rome. 

Marcello.  Two  Venetian  brothers,  nobxlx  dilet- 
tanti, the  elder  a  composer,  the  younger  a 
writer  on  music  and  a  teacher,  as  well  as  a 
composer.  Alessandro  (1669- 1750)  sang, 
played  the  violin  and  composed  music  under 
his  academic  pseudonym,  4Eterio  Stinfalico'. 
He  and  his  younger  brother  were  taught  to 
play  by  their  father,  a  Venetian  senator,  and 
took  part  in  the  weekly  concerts  held  in  their 
home.  Later  they  were  admitted  to  the  Acca- 
demia  dell'Arcadia  in  Rome.  Although  an 
amateur,  Alessandro  was  well  equipped  as  a 
composer:  he  is  best  known  for  his  oboe  con- 
certo in  D  minor,  which  Bach  transcribed  for 
keyboard  (BWV974),  but  about  1740  he  also 
published  at  Augsburg  a  collection  of  violin 
solos  and  wind  concertos  entitled  La  cetra  (for 
two  flutes,  oboe,  bassoon,  strings  and 
continuo),  which  represent  the  late  Venetian 
Baroque  concerto  style. 

Benedetto  Marcello  ( 1 686-1 739)  was  forced 
by  his  father  to  pursue  a  career  in  law.  After 
being  chosen  by  lot  in  1707  to  sit  on  the  Grand 
Council  of  the  Republic,  he  held  a  series  of 
important  posts  in  public  service:  he  was 
governor  of  Pola  from  1730  until  1737,  and 
chamberlain  of  Brescia  from  1738  until  his 
death;  he  also  worked  as  an  advocate  and 
magistrate.  In  spite  of  these  responsibilities, 
he  pursued  a  musical  career  on  several  fronts. 
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In  addition  to  the  Roman  Accademia  dell 'Ar- 
cadia (where  he  was  known  as  'Driante 
Sacreo'),  Benedetto  belonged  to  the  Bolognese 
Accademia  Filarmonica.  He  may  have  written 
an  opera  libretto  (La  fede  riconosciuta)  and 
then  set  it  for  Vicenza  in  1 707;  certainly  Ales- 
sandro  Scarlatti  set  it  in  1710.  In  1709  G.M. 
Ruggieri  set  another  of  his  librettos,  Arato  in 
Sparta. 

Marcello  published  a  set  of  12  Concern  a 
cinque  in  1708,  then  a  collection  of  recorder 
sonatas  in  Amsterdam  in  171 7.  But  it  was  only 
in  1724  that  he  really  began  to  achieve  wider 
fame  as  a  composer:  his  settings  in  cantata 
style  of  the  first  50  psalms  (paraphrased  in 
Italian),  which  appeared  in  eight  volumes  over 
a  two-year  period  under  the  title  Estro-poetico- 
urmonico,  attracted  favourable  comment  from 
Telemann,  Mattheson,  Giovanni  Bononcini 
and  D.N.  Sarro.  He  composed  over  400  can- 
tatas and,  in  1725,  was  commissioned  to 
compose  a  screnata  for  Emperor  Charles  VI's 
birthday.  Among  his  other  works  were  two 
collections  of  cello  sonatas  (0732  and  <  1734). 
concertos  and  sinfonias,  and,  from  the  last 
years  of  his  life,  sacred  music  cast  in  a  con- 
servative style. 

His  name  was  most  closely  associated  with 
satire  and  criticism.  He  is  thought  to  have 
written  the  Lettera  jamigliare  d'un  accademico 

filarmonico  ed  arcade  discorsiva  sopra  un  libra 
di  duetti,  terzetti  e  madngali  a  piu  voci  (1705), 
which  castigated  a  much  praised  collection  by 
Antonio  Lotti.  Certainly  he  was  the  unre- 
pentant author  of  the  satire  on  Italian  opera  - 
particularly  that  of  Vivaldi  and  his  con- 
temporaries -  known  as  //  teatro  alia  moda 
(1720),  and  of  a  satire  on  castrato  singers 
entitled  // flagello  dei  musici  (1721),  containing 
two  madrigals.  Nevertheless,  his  pupils 
included  the  opera  singer  Faustina  Bordoni 
and  the  composer  Baldassare  Galuppi;  another 
became  his  wife  in  1728.  He  died  of  con- 
sumption, leaving  unfinished  a  final  literary 
work,  V universale  redenzione. 

Marini,  Biagio.  See  Italy  10  Itinerant 
Musicians. 

Mauro.  Venetian  family  of  stage  designers  and 
engineers  who  worked  not  only  in  the  Venetian 
theatres  but  also  throughout  Italy  and  at 
Dresden,  Munich  and  Paris.  Gaspare  {fl  1657— 
r  1719)  and  Pietro  Mauro  {fl  1660^*1697)  often 
worked  together,  sometimes  with  Domenico 
Mauro  {fl  1669- 1707),  on  productions  of  the 
operas  of  Cavalli,  Cesti,  Antonio  Sartorio, 
Giovanni  Legrenzi  and  P. A.  Ziani.  To  meet 
the  challenge  of  staging  comic  operas  shorn  of 
myth  and  allegory  new  techniques  of  illusion 


were  required:  the  Mauros  employed  split 
backcloths  and  devised  more  natural  stage 

properties;  they  created  sets  made  up  of  partly 
enclosed  rooms  in  buildings  of  several  storeys; 
and  they  developed  new  angled  perspectives 
with  more  than  one  vanishing-point.  They 
were  also  respected  designers  of  Venetian  cer- 
emonial barges  (pebtes)  used  for  theatrical 
regattas  on  the  canals. 

The  sons  of  Gaspare  and  Domenico  fol- 
lowed them  in  the  profession.  Domenico's  son 
Alessandro  {fl  c  1709- 1748)  was  the  most  suc- 
cessful and  innovative.  He  worked  with  Lotti, 
Leonardo  Leo,  Nicola  Porpora  and  J. A.  Hasse 
on  opera  seria  productions  for  court  per- 
formances in  which  he  was  able  to  introduce 
formal  elements  of  bourgeois  realism,  which 
he  and  his  family  had  developed  for  the  public 
opera  houses  of  Venice. 

Mcrula,  Tarquinio  (1594/5  1665).  Cre- 
monesc  violinist,  organist  and  composer. 
Mcrula  was  a  gifted  musician  but  of  unstable 
temperament,  unable  to  remain  in  any  post 
for  long  -  though  he  did  serve  five  years  (1621- 
6)  as  organist  to  Sigismund  III  at  Warsaw.  He 
was  lucky  merely  to  be  dismissed  as  maestro 
di  cappella  at  S  Maria  Maggiore,  Bergamo, 
after  committing  acts  of  indecency  towards 
pupils  in  1632.  But  when  he  returned  to 
Bergamo  six  years  later  to  take  up  the  joint 
posts  of  maestro  di  cappella  and  organist  at  the 
cathedral  adjacent  to  S  Maria  Maggiore,  the 
authorities  there  refused  to  allow  their 
musicians  to  perform  at  the  cathedral  as  long 
as  he  remained  in  charge.  I  Ic  was  a  member 
of  the  Bolognese  Accademia  dei  Filomusi  and 
a  Knight  of  the  Golden  Spur. 

Merula  was  among  the  first  to  compose 
motets  with  instrumental  (string)  accompani- 
ment: //  prima  libra  de  motetti  e  sonate  con- 
cert att  (1624)  and  Libra  secondo  de  concert! 
spiritual!  con  alcune  sonate  (1628)  were  pub- 
lished in  Venice.  He  also  composed  Masses 
and  Vesper  psalms  (using  ostinato  basses), 
concerted  madrigals  and  canzonette;  he  even 
contributed  to  a  Venetian  opera,  La  finta  savia 
(1643).  However,  his  most  important  legacy  is 
his  four  collections  of  violin  canzoni  (161 5— 
51)  in  which  he  gradually  developed  what 
became  known  as  the  sonata  da  chiesa  by 
reducing  the  texture  from  four  to  two  or  three 
parts  and  by  sharpening  the  contrasts  between 
one  section  and  the  next. 

Minato,  Nicolo.  See  Cf.ntral  flrope  j 
Austro-Hungary :  I  ienna . 

Mingotti,  Angelo  and  Pietro.  See  Italy  10 
Itinerant  Musicians. 

Monferrato,  Natale  (<  i6o3  85).  Organist, 
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composer  and,  ultimately,  maestro  di  cappella 
at  S  Marco.  As  a  pupil  and  assistant  of  Giov- 
anni Rovetta,  Monferrato  had  expected  to 
succeed  him  at  S  Marco  in  1668,  but  was 
passed  over  for  Cavalli  who,  nearly  30  years 
earlier,  had  also  been  preferred  for  the  post  of 
second  organist;  Monferrato  was  finally 
appointed  (to  the  disappointment  of  Cavalli's 
protege  Giovanni  Legrenzi)  in  1676  and 
proved  himself  an  excellent  maestro.  He  com- 
posed motets  and  psalms  for  performances  at 
the  Mendicanti  and  Masses  in  the  stile  antico 
for  S  Marco.  He  owned  and  operated  a  pub- 
lishing firm  with  Giuseppe  Sala. 
Montagnana,  Domcnico  (1 1687— 1750). 
String  instrument  maker  working  in  Venice. 
Montagnana  first  worked  with  Matteo 
Goffriller,  then  started  his  own  business  in 
171 1,  He  built  large  cellos  renowned  for  their 
tone. 

Monteverdi,  Claudio.  Sec  Italy  3  Mantua. 

Moratelli,  Sebastiano.  See  Northern 
europf.  5  West  Germany  and  the  Rhtneland. 

Nacchini,  Pietro  (1694  1765).  The  pre- 
eminent Venetian  organ  builder  of  his  day, 
who  produced  about  500  instruments  for 
Venice  and  the  surrounding  cities.  He 
invented  the  tiratuttt,  or  stop-knob,  which 
unites  all  of  the  ripieno  ranks  and  was  the 
forerunner  of  composition  pedals. 

Neri  [Negri],  Massimiliano  (?  1615-66). 
Organist  and  composer.  The  son  of  a  musician 
who  had  served  at  the  courts  of  Munich, 
Neuburg  and  Diisseldorf,  Neri  spent  most  of 
his  life  in  Venice:  from  1644  to  1664  he  was 
first  organist  at  S  Marco  and  simultaneously 
at  the  church  of  SS  Giovanni  c  Paolo;  from 
1655  he  was  also  maestro  di  musica  at  the 
Ospedaletto.  That  he  maintained  important 
connections  with  the  Viennese  court  is  clear 
from  his  elevation  to  the  nobility,  the  gift  of 
Emperor  Ferdinand  III  in  165 1.  He  travelled 
to  Cologne  in  1663  and  took  up  posts  as  organ- 
ist and  Kapellmeister  there  the  following  year. 

Though  he  was  well  known  during  his  life 
for  his  instrumental  music,  most  is  now  lost. 
However  his  op.  1  sonatas  and  canzonas  for 
three  to  four  instruments  (1644)  demonstrate 
his  command  of  fugal  writing,  graceful  slow 
movements  and  virtuoso  passage-work;  his  op. 
2  sonatas  for  three  to  12  instruments  (1651) 
are  important  precursors  of  the  early  18th- 
century  Venetian  concertos. 

Nicolini.  See  Italy  10  Itinerant  Musicians. 

Notari,  Angelo.  See  British  isles  /  London. 

Pallavicino,  Carlo.  See  Italy  10  Itinerant 
Musicians. 

Pallavicino,  Stefano  Benedetto.  See 
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Parian,  Pictro  (1665- 1733).  Poet  and  libret- 
tist. Pariati  collaborated  with  Apostolo  Zeno, 
whom  he  met  about  1 699  in  Venice,  soon  after 
his  release  from  prison  (where  he  had  served 
three  years);  Zeno  provided  the  scenarios  and 
Pariati  the  lyrical  verses  for  their  dramatic 
texts,  which  were  collected  and  published  in 
Venice  (1744),  Paris  (1757)  and  elsewhere  in 
Europe,  and  were  set  by  such  composers  as 
Francesco  Gasparini,  Giovanni  Porta,  Nicolo 
Jommelli,  C.F.  Pollarolo,  G.M.  Orlandini  and 
Baldassare  Galuppi.  In  17 14  Pariati  was 
invited  to  the  Viennese  court  of  Charles  VI, 
and  Zeno  joined  him  four  years  later;  their 
collaboration  continued  until  1729  when  Zeno 
retired  and  his  place  at  court  was  assumed  by 
Metastasio.  Pariati  also  wrote  opera,  oratorio, 
serenata  and  cantata  librettos  on  his  own 
which  were  set  by  Antonio  Lotti,  Gasparini, 
Albinoni,  Nicola  Porpora,  Francesco  Feo  and 
F.B.  Conti. 

Partenio,  Gian  Domenico  (before  1650- 
1701).  Venetian  singer,  opera  composer  and 
maestro  di  cappella  at  S  Marco.  Partenio  was 
trained  there  and  served  as  vice-roa«/ro  di 
cappella  (from  1685),  before  succeeding  G.B. 
Volpc  in  1692.  He  was  also  associated  with  the 
Ospedalc  dei  Mendicanti  and  the  Ospedale 
degli  Incurabili,  and  founded  the  Societa  S 
Cecilia  comprising  100  performers  and  teach- 
ers (including  Giovanni  Legrenzi  and  Volpe). 
Partenio's  patrons  included  Prince  Eugenio  of 
Savoy,  as  well  as  a  German  duchess  and  two 
Italian  counts.  The  earliest  of  his  five  operas, 
Censerico  (1669;  text  by  Beregan),  was  for  a 
time  attributed  to  Cesti. 

Pederzuoli,  Giovanni  Battista.  See  Central 
EUROPE  3  Austro-Ilungary:  Vienna. 

Perti,  Giacomo  Antonio.  See  Italy  7  Papal 
Stales:  Bologna-Ferrara. 

Pescetti,  Giovanni  Battista  (c  1704-66). 
Venetian  opera  composer  who  replaced  Nicola 
Porpora  as  director  of  the  ill-fated  Opera  of 
the  Nobility  in  London.  Pescetti  worked  in 
the  Venetian  theatres  from  1725  until  1732 
(sometimes  collaborating  with  Baldassare 
Galuppi),  before  making  his  way  to  London 
in  1736.  While  there  he  became  known  as  a 
harpsichordist  as  well  as  an  opera  composer, 
and  in  1739  published  a  set  of  keyboard 
sonatas  to  which  were  appended  arrangements 
of  the  overture  and  arias  from  his  opera  La 
conquista  del  velo  tforo  (given  at  the  King's 
Theatre  the  previous  year).  By  1747  he  had 
returned  to  Venice  and  in  1762  was  appointed 
second  organist  at  S  Marco.  Pescetti  also  corn- 
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posed  oratorios,  of  which  only  Gionata  sur- 
vives. 

Platti,  Giovanni  Benedetto.  See  Northern 

EUROPK  6  Middle  Germany. 
Pollarolo.  Composers,  father  and  son.  Carlo 
Francesco  Pollarolo  (^1653-1723)  was  an 
organist,  maestro  di  cappella  and  prolific  opera 
composer  of  the  late  Venetian  School;  between 
1680  and  1722,  he  composed  85  operas  and  13 
oratorios.  He  succeeded  his  father  as  organist 
at  Brescia  Cathedral  in  1676  and  from  the  mid 
1 680s  he  was  active  as  an  opera  and  oratorio 
composer,  producing  works  for  Vienna, 
Venice  and  Verona  as  well  as  Brescia.  When 
in  1690  he  took  up  the  post  of  second  organist 
at  S  Marco,  he  was  already  well  known  as  an 
opera  composer. 

Between  1 69 1  and  1707  Pollarolo  produced 
at  least  one  opera  a  year  for  the  prestigious 
Teatro  S  Giovanni  Grisostomo  and  had 
revivals  of  other  works  performed  at  the  thea- 
tres of  S  Angelo,  S  Cassiano  and  S  Fantino. 
He  was  fond  of  special  effects  -  offstage  singers 
and  instrumentalists  and  echoes  (in  Onorw  in 
Roma,  1692,  he  employed  both  a  five-part 
orchestra  on  stage  and  three-part  concertino 
complement)  -  and  was  one  of  the  first  Vene- 
tian composers  to  write  for  the  oboe  (La  forza 
della  virtu,  1693).  Passages  of  expressive  arioso 
were  superseded  by  larger-scale  accompanied 
arias,  which  in  turn  were  interrupted  by  dra- 
matic accompanied  recitativ  e,  contrasting  long 
sections  of  secco  recitatives.  Although  choruses 
are  to  be  found  only  in  his  oratorios,  he  did 
incorporate  short  trios,  quartets  and  quintets 
into  his  opera  finales. 

In  1702  he  competed  unsuccessfully  for  the 
post  of  prtmo  maestro  at  S  Marco,  losing  by 
only  one  vote  to  Antonio  Bifh.  From  1696 
until  shortly  before  his  death  Pollarolo  served 
as  maestro  di  cappella  of  the  Ospedale  degli 
Incurabili,  for  whom  he  composed  Latin  ora- 
torios. His  son  Antonio  (1676-1746)  assumed 
his  duties  as  assistant  maestro  di  cappella  at  S 
Marco  in  1702  and  finally  rose  to  prtmo 
maestro,  succeeding  Antonio  Lotti,  in  1740. 
He  composed  operas  (mostly  lost)  in  the  first 
years  of  the  century,  then  oratorios  for  the 
Venetian  ospedalt  (1714-18);  in  17 16  he  com- 
posed an  Oratorio  per  il  Ss  \  a  talc  for  Rome 
and  in  1724  a  serenata,  /  tre  vott,  for  the 
Austrian  ambassador  to  Venice. 
Porpora,  Nicola.  Sec  Italy  10  Itinerant 
Musicians. 

Porta,  Giovanni  (< 1675-1755).  Well-born 
Venetian  composer  whose  opera  \umitore 
(text  by  Rolli)  inaugurated  the  first  season 
(1720)  of  the  Royal  Academy  of  Music  in 


London.  Porta  reportedly  worked  in  Rome 
between  1706  and  17 16  in  the  household  of 
Cardinal  Ottoboni,  before  returning  to  Venice 
to  devote  himself  over  the  next  decade  to 
opera.  In  1726  he  accepted  an  appointment  as 
maestro  di  coro  at  the  Ospedale  della  Pieta;  in 
addition  to  his  teaching  and  conducting  duties 
he  composed  a  large  quantity  of  motets,  con- 
tinuing -  if  more  slowly  -  to  produce  operas. 
Following  an  unsuccessful  bid  to  become 
maestro  di  cappella  at  S  Marco,  Porta  left 
Venice  for  Munich,  where  he  became  Hof- 
kapellmetster  in  1737.  He  produced  several 
operas,  cantatas,  and  serenatas  and  a  large 
quantity  of  church  music  for  the  Pieta  and  the 
Bavarian  court. 

Priuli,  Giovanni  (ci  575-1629).  Venetian 
organist  and  composer  whose  music  was  inde- 
libly influenced  by  his  teacher  Giovanni 
Gabrieli.  Priuli\s  first  post  was  in  the  service 
of  the  Duchess  of  Urbino  in  Venice,  and  from 
1609  until  161 2  he  was  associated  with  the 
Scuola  di  S  Rocco;  during  that  time  he  pub- 
lished three  collections  of  madrigals  which 
demonstrate  his  skill  in  both  a  cappella  and 
conccrtato  idioms.  He  worked  for  the 
Habsburgs  from  about  161 5  until  1622,  first 
as  Ho/kapellmeister  at  the  Graz  court  of  Arch- 
duke Ferdinand  and  then,  from  1619,  when 
the  archduke  became  Emperor  Ferdinand  II, 
at  Vienna.  He  published  two  volumes  of  Sacri 
concentus  (1618-19)  for  five  to  12  voices,  dem- 
onstrating a  preference  for  lower  voices;  sep- 
arate instrumental  music  for  liturgical  use  is 
appended  to  them.  In  spite  of  his  period  of 
residence  in  Austria,  all  his  music  (other  than 
single  works  in  anthologies)  was  published  in 
Venice.  Two  further  collections  of  madrigals 
appeared  in  1622  and  1625  and  two  volumes 
of  concerted  Masses  in  1624. 

Rigatti,  Giovanni  Antonio  (1615-49).  Priest, 
singer  and  composer  associated  with  S  Marco, 
where  he  worked  with  Giovanni  Rovetta.  At 
the  age  of  20  Rigatti  was  appointed  maestro  dt 
cappella  at  Udinc  Cathedral,  a  post  he  held 
for  only  two  years.  By  1646  he  had  become 
maestro  di  cappella  to  the  Patriarch  of  Venice; 
he  also  taught  at  the  Ospedale  degli  Incurabili. 

Rigatti's  music  inevitably  owes  much  to 
Monteverdi's.  His  sacred  works  include  two 
books  of  solo  motets,  three  of  concertante 
motets  (with  parts  for  violins)  and  four  of 
psalm  settings.  In  1640  he  dedicated  his 
volume  of  Messa  e  salmi  to  the  Holy  Roman 
Emperor  Ferdinand  III,  presumably  in  the 
hope  of  gaining  a  position  -  which  in  the  ev  ent 
did  not  materialize  -  at  the  Viennese  court. 
Rigatti  published  two  collections  of  secular 
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music,  Musiche  comer  tale  cioe  madrigali  (1636) 
and  Musiche  diverse  (1641),  which  are  mel- 
odious, varied  by  changes  in  dynamics  and 
tempo  and  coherent  in  their  structure  (many, 
in  fact,  rely  upon  popular  ground  basses). 

Ristori,  Giovanni  Alberto.  See  Northern 
EUROPE  4  Saxony  and  Thurtngia:  Dresden. 

Rogeri,  Giovanni  Baptista  {ft  (-1670-^1705). 
Bolognese  violin  maker,  admired  for  the 
elegant  appearance  of  his  instruments,  who 
worked  at  Brescia  from  about  1675.  He  was 
assisted  by  his  son  Pietro  Giacomo  ['Rug- 
gerius']  (//  (1690-1720),  a  fine  craftsman 
whose  instruments  are  prized  for  their  tone. 

Roseingrave,  Thomas.  Sec  British  isles  / 
London. 

Roscnmiillcr,  Johann  {c\ 610-1684).  Organ- 
ist, teacher  and  composer,  who  was  forced  to 
leave  Leipzig  in  1655  and  sought  refuge  for 
nearly  30  years  in  Venice,  before  returning  as 
Kapellmeister  to  the  Wolfenbuttel  court 
towards  the  end  of  his  life.  After  studies  in 
theology  at  the  University  of  Leipzig,  Rosen- 
muller taught  at  the  Thomasschule  for  well 
over  a  decade  (1642-55),  with  the  expectation 
of  one  day  becoming  Kantor  of  the  Tho- 
maskirchc;  he  also  served  as  organist  of  the 
Nicolaikirchc  from  165 1  and  as  Kapellmeister 
in  absentia  of  the  Altenburg  court  in  1654.  In 
connection  with  his  teaching  he  published  two 
collections  of  ensemble  suites,  Paduanen 
(1645)  and  Studenten-Music  (1654),  as  well 
as  sacred  concertos  (influenced  by  Schiitz's 
Symphoniae  sacrae,  for  which  Rosenmuller 
served  as  Leipzig  distributor)  -  Kern-Spruche 
(1648)  and  its  sequel  (1652-3).  Sadly  his  repu- 
tation was  hopelessly  tarnished  by  his  con- 
viction for  practising  homosexuality  with 
schoolboys  and  his  subsequent  escape  from 
prison. 

By  1658  Rosenmuller  had  found  his  way  to 
Venice,  where  he  first  worked  as  a  trombonist 
at  S  Marco.  He  took  on  pupils,  among  them 
J. P.  Krieger  (1673  4),  and  commissions:  his 
music  included  solo  cantatas,  53  settings  of 
Latin  psalms  (some  for  solo  voice,  violins  and 
continuo,  others  for  double  choruses,  soloists 
and  instruments).  In  1667  he  published  a  col- 
lection of  five-part  Sonate  da  camera.  During 
this  time  many  of  his  works  found  their  way 
back  to  Germany  in  manuscript  copies,  a  few 
bearing  dedications  to  prominent  people  at  the 
Wolfenbuttel  court.  From  1678  until  1682  he 
was  associated  with  the  Ospcdale  della  Pieta. 
His  past  forgotten,  Rosenmuller  was  able  to 
spend  his  last  years  in  a  respected  post  in  his 
native  Germany. 
Rovetta,   Giovanni   (ci  595-1668).  Priest, 

36 


singer  and  composer  working  in  the  shadow 
of  Monteverdi,  whom  he  assisted  (from  1627) 
and  then  succeeded  (1644)  as  maestro  di  cap- 
pella  at  S  Marco.  Rovetta's  first  collection  of 
Salmi  concerto ti  (1626)  was  actually  a  potpourri 
of  concertato  motets,  psalms  and  instrumental 
pieces;  the  quality  and  promise  of  his  work  - 
on  a  par  with  that  of  Alessandro  Grandi  and 
Ignazio  Donati  -  is  evident  in  the  'Salve 
regina'  for  tenor  duet  in  which  declamation, 
counterpoint  and  imaginative  harmony  are 
wielded  with  skill  and  sensitivity  to  the  text. 
He  provided  instrumental  parts  for  his  cer- 
emonial Masses  and  psalms  (op.  4,  1639), 
while  his  four  volumes  of  motets  (1635,  1639, 
1648,  1650)  are  scored  more  intimately,  for 
two  to  four  voices  and  organ.  Likewise,  his 
three  volumes  of  madrigals  (1629,  1640,  1645) 
embrace  a  compendium  of  current  forms  and 
possible  forces,  and  are  greatly  indebted  to 
Monteverdi.  Rovetta  is  known  to  have 
produced  two  operas  (both  lost)  in  the  late 
1640s. 

Sacrati,  Francesco  (1605-50).  Opera  com- 
poser active  in  Venice,  where  he  collaborated 
with  the  stage  designer  Giacomo  Torelli 
during  the  1640s,  before  briefly  taking  up 
posts  as  maestro  di  cappella  of  the  'Commedia 
a  li  musici'  (based  in  Bologna)  and  Modena 
Cathedral.  His  most  important  opera  was  La 
finta  pazza  (libretto  by  G.  Strozzi),  which 
celebrated  the  opening  of  the  Venetian  Teatro 
Novissimo  in  1641;  four  years  later  it  became 
one  of  the  first  Italian  operas  to  be  performed 
in  Paris,  undoubtedly  at  the  suggestion  of 
Torelli,  who  was  by  then  working  on  the  sets 
and  machinery  for  the  French  court  enter- 
tainments devised  by  Cardinal  Mazarin. 

Sala,  Giuseppe  (/?  1676— 171 5).  Printer,  pub- 
lisher and  bookseller  active  in  Venice  between 
1685  and  1705.  Earlier  Sala  had  been  associ- 
ated in  business  with  the  composer  Natale 
Monferrato  (d  1685),  from  whose  house  at  S 
Giovanni  Grisostomo  they  ran  their  business. 
Their  earliest  known  print  was  Monferrato's 
own  Salmi  concertati  a  2  voci  con  violini  e 
senza  (1676).  Sala  continued  the  business  after 
Monferrato's  death,  publishing  psalms  (by 
Sartorio  and  Cazzati),  motets  (by  Legrenzi, 
Allegri,  Bonporti,  G.M.  Bononcini  and 
Gasparini),  cantatas  (by  Caldara,  Gregori  and 
Albinoni)  and  sonatas  (by  Vitali,  Legrenzi, 
Corelli,  Torelli  and  Marcello). 

Sartorio,  Antonio  (1630-80).  A  leading  Vene- 
tian opera  composer  during  the  1660s  and 
1 670s  who  also  served  as  Kapellmeister  of  the 
Catholic  Hanover  court  of  the  italophile  Duke 
Johann  Friedrich  (1665-75).  Sartorio  main- 
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tained  his  connections  -  indeed,  his  base  of 
operations  -  in  Venice,  where  he  often  spent 
the  winter  during  his  years  at  Hanover,  osten- 
sibly acquiring  musicians  for  the  following 
year's  musical  productions;  in  1672  he  spent 
the  entire  year  in  Venice,  during  which  he 
composed  and  produced  three  operas,  L' Ad- 
elaide, L'Orfeo  and  Massenzio  (which  opened 
early  in  1673).  He  claimed  to  have  composed 
Massenzio  (containing  78  arias  and  duets)  in 
13  days  after  Cavalli's  opera  of  the  same  name 
was  dropped  from  production.  In  1667  his 
double  opera  La  prosperita  d'Elio  Seiano  and 
La  caduta  d'Elio  Seiano  was  performed  during 
the  Venetian  Carnival  (the  librettist,  Minato, 
wished  them  to  be  performed  on  successive 
nights  but  Sartorio  and  the  singers  objected). 

In  1676  he  returned  definitively  to  Venice 
and  became  \kc-maestro  di  cappella  at  S 
Marco.  That  same  year  his  heroic  opera 
Giulio  Cesare  in  Egitto  was  performed  at  the 
Teatro  S  Luca  (where  most  of  his  operas  had 
been  given).  Four  more  operas  followed  and 
a  fifth,  La  Flora,  was  completed  by  Marc' 
Antonio  Ziani  and  performed  at  the  Teatro 
S  Angelo  at  the  end  of  1680.  Sartorio  was  a 
gifted  aria  composer,  at  home  in  many  formats 
and  affects,  but  best  when  composing  laments 
on  ostinato  basses  and  trumpet  arias  (he 
also  frequently  used  trumpets  in  his  sinfonias), 
and  when  juxtaposing  heroic  and  comic  char- 
acters. 

Scarlatti,  Alessandro.  See  Italy  7  Papal 
States:  Rome. 

Senesino.  See  Italy  10  Itinerant  Musicians. 

Silvani,  Francesco.  See  Italy  3  Mantua. 

Stcffani,  Agostino.  See  Northern  Europe  / 
North  Germany. 

Strada  del  P6,  Anna  Maria.  See  British 
ISLES  /  London. 

Stradella,  Alessandro.  See  Italy  7  Papal 
States:  Rome. 

Strozzi.  Father  and  adopted  daughter,  the  one 
a  prolific  poet  and  librettist  who  founded  the 
Accademia  degli  Unisoni,  the  other  a  singer 
and  composer  of  solo  arias  and  cantatas.  Giulio 
Strozzi  (1583- 1 652),  a  member  of  the  well- 
known  Florentine  family,  first  gained  dis- 
tinction as  the  librettist  of  Monteverdi's  La 
finta  pazza  Licori (1627)  and  Proserpina  rapita 
(1630);  Monteverdi  also  set  his  sonnets  / 
cinque  fratelli  (1628).  He  was  an  important 
force  in  the  development  of  Venetian  opera  in 
the  1 630s  and  1640s.  For  the  opening  of  the 
Teatro  SS  Giovanni  c  Paolo  in  1639  Francesco 
Manelli  set  La  Delia;  for  the  opening  of  the 
Teatro  Novissimo  two  years  later  Francesco 
Sacrati  set  La  finta  pazza,  which  was  also 


performed  before  the  French  court  in  1645. 
Cavalli  set  his  last  libretto,  Veremonda,  given 
in  Naples  in  1652. 

Strozzi  had  been  trained  in  law  and  became 
an  apostolic  prothonotary  in  Rome  where  he 
helped  to  found  the  literary  Accademia  degli 
Ordinati.  He  lived  in  Padua  and  then  Urbino 
before  returning  to  Venice  in  the  early  1620s, 
where  he  became  a  member  of  the  Accademia 
degli  Incogniti.  By  founding  and  hosting  the 
Accademia  degli  Unisoni  he  was  able  to 
provide  his  adopted  daughter  Barbara  (1619- 
^1664)  with  a  stimulating  intellectual  and 
musical  circle,  which  would  not  otherwise 
have  been  open  to  a  woman.  His  desire  to 
develop  and  promote  her  was  not  merely  an 
expression  of  filial  love:  among  his  unpub- 
lished works  was  a  volume  of  'Elogii  delle 
donne  virtuose  del  nostro  secolo'. 

With  Barbara  presiding  at  the  meetings  of 
the  Unisoni,  discourses  were  read  (and  later 
published  in  the  Veglie  de'  Signori  Unisoni, 
1638,  dedicated  to  Barbara)  and  music  per- 
formed. Presumably  many  of  her  works  were 
composed  to  be  performed  on  these  occasions; 
at  least  one  other  member  of  the  academy, 
Nicolo  Fontei,  provided  her  with  volumes  of 
songs  (using  texts  supplied  by  Giulio  Strozzi; 
1635,  1636).  The  unorthodox)  of  her  par- 
ticipation (possibly  as  a  courtesan)  at  these 
meetings  was  pointedly  acknowledged  in  a 
manuscript  series  of  eight  'Satire,  e  altre  rac- 
colte  per  1' Accademia  de  gli  Unisoni'  (1637) 
but  later  praised  by  members  of  the  Incogniti 
(the  Unisoni's  parent  academy)  in  a  collection 
of  eulogies  to  Giulio  (1647). 

Barbara  Strozzi  studied  composition  with 
Cavalli,  whose  influence  may  be  seen  in  her 
1644  collection  of  madrigals  (settings  of  her 
father's  texts  dedicated  to  the  Grand  Duchess 
of  Tuscany)  for  two  to  five  voices  and 
continuo,  although  in  general  her  style  is  more 
lyrical  than  Cavalli's.  Several  of  her  works 
were  included  next  to  Cavalli's  in  con- 
temporary anthologies.  She  published  eight 
collections  of  her  music  -  a  significant  enough 
achievement  for  a  woman  at  that  time  -  but 
in  sheer  numbers  she  published  more  cantatas 
than  any  other  17th-century  composer.  The 
cantatas,  as  well  as  the  arias  and  dueLs,  which 
appeared  during  the  1650s  (the  1651  collection 
was  dedicated  to  Ferdinand  II  of  Austria), 
are  musically  original  and  reflect  her  literary 
background  (in  the  sensitiv  e  treatment  of  text) 
and  her  training  as  a  singer  (in  her  idiomatic 
handling  of  voices).  Particularly  attractive  are 
the  ground-bass  lament  Udite,  amanti,  la 
Cagione  (1651),  the  solo  cantata  Lagrime  mie 
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(1659)  and  the  final  collection  of  Arte  a  voce 
sola  (1664). 

Taglietti.  Two  Brescian  musicians,  probably 
brothers,  who  were  associated  with  the  Jesuit 
Collegio  dei  Nobili.  Giulio  (^1660-1718)  and 
Luigi  ( 1668— 171 5)  were  both  composers  of 
instrumental  music  which  was  published  in 
Bologna,  Venice  and  Amsterdam  (by  Pierre 
Mortier).  Giulio,  a  violinist,  brought  out  a 
collection  of  four  solo  violin  concertos  (op.  8) 
in  about  1709,  antedating  Vivaldi's  (op.  3)  by 
two  years;  his  instrumental  collections  include 
the  Arte  da  sonare  (op.  10,  £-171 1)  and  Pensieri 
da  camera  (op.  12,  ^1714). 

Tartini,  Giuseppe  (1692- 1770).  Paduan 
violinist,  composer,  teacher  and  theorist.  One 
of  the  greatest  violinists  of  the  18th  century, 
Tartini  brought  the  virtuoso  sonata  and  violin 
concerto  to  their  highest  mid-i8th-century 
state  (a  mixture  of  galant  and  empfindsam 
styles).  Like  many  gifted  people  Tartini  was 
unconventional.  He  rebelled  against  his 
parents'  intention  that  he  should  become  a 
monk,  though  he  did  take  minor  orders;  he 
briefly  studied  law  in  1709  at  Padua,  but 
excelled  rather  more  at  fencing;  he  married  in 
17 10,  incurring  the  displeasure  of  the  Bishop 
of  Padua  and  obliging  himself  to  take  up 
asylum  in  a  monastery  at  Assisi.  But  it  was 
there  that  his  study  of  music  began. 

Eventually  in  1715  he  was  pardoned  and 
allowed  to  live  with  his  wife.  It  was  probably 
in  the  following  year,  however,  that  he  heard 
Veracini  play  at  a  private  concert  in  Venice 
and  promptly  parted  with  her  in  order  to 
devote  himself  exclusively  to  the  violin.  By 
1 72 1  he  was  made  primo  violino  e  capo  di 
concerto  at  the  Basilica  di  S  Antonio  in  Padua, 
with  the  freedom  to  travel  and  play  elsewhere. 
In  1723  (threatened  with  a  paternity  suit)  he 
departed  with  his  cellist  friend  Antonio 
Vandini  for  Prague,  where  he  was  a  soloist  at 
the  coronation  celebrations  of  Emperor 
Charles  VI;  they  remained  there,  in  the  service 
of  the  Bohemian  court  chancellor  Count 
Kinsky,  until  1726,  when  they  returned  to 
Padua. 

In  1727  Tartini  founded  a  violin  school 
(where  he  also  taught  harmony  and  counter- 
point) which  attracted  students  from  far  and 
wide,  among  them  J.G.  Graun,  Pietro 
Nardini,  J.G.  Naumann,  G.A.  Paganelli  and 
A.-N.  Pagin;  he  was  an  excellent  cor- 
respondent and  kept  in  touch  with  his  students 
after  they  left  him.  Tartini's  Traite  des  agre- 
ments  (published  just  after  his  death)  must 
have  existed  in  manuscript,  for  the  use  of  his 
pupils,  long  before  Leopold  Mozart  compiled 


his  Violinschule  (1756);  likewise,  his  Trattato 
di  musica,  setting  out  his  controversial  theories 
of  acoustics,  was  widely  read  in  manuscript 
and  discussed  before  it  was  published  in  1754. 

Most  of  Tartini's  surviving  music  dates 
from  after  1728,  much  of  it  for  S  Antonio;  of 
the  many  contemporary  editions  of  his  music 
only  the  sonata  prints  of  1734  and  1745  and 
the  trios  published  in  London  in  1750  were 
personally  supervised.  His  first  collections 
were  published  in  Amsterdam  -  the  Set  con- 
cert! a  5  in  1728  and  the  VI  sonate  in  1732  - 
which  greatly  enhanced  his  reputation  abroad; 
further  collections  of  sonatas  and  concertos  (a 
8)  followed  in  1734,  1740  and  1743.  The 
sonatas  exhibit  a  three-movement  plan,  slow 
introduction-Allegro-contrasting  finale,  all  in 
the  same  key  and  cast  in  binary  structures. 
The  concertos  show  the  progressive  influence 
of  Vivaldi  in  their  pattern  of  fast-slow-fast, 
with  the  slow  movement  in  a  contrasting  key; 
the  outer  movements  rely  upon  the  alternation 
of  four  tutti  ritornelli  with  extended  solo  pass- 
ages, increasingly  characterized  by  regular 
four-bar  phrases  and  elaborate  cadence  for- 
mulae. Tartini's  music  is  not  as  predictable  as 
Vivaldi's  and  in  fact  became  gradually  less 
technical  and  more  expressive  in  the  mid 
1740s. 

His  international  solo  career  ended  in  1740 
when  he  injured  an  arm  at  Bergamo.  He 
retreated  to  Padua  and  the  company  of  the 
theorist  F.A.  Vallotti  and  the  astronomer 
Gianrinaldo  Carli,  with  whom  he  could 
discuss  musica  speculative,  temperament  and 
acoustics.  He  claimed  to  have  discovered  the 
phenomenon  of  the  'difference  tone'  or  'third 
sound'  as  early  as  171 4;  he  wrote  about  it  in  the 
Trattato  and  later  in  the  De'  phncipi  (1767), 
though  his  arguments  are  flawed  by  math- 
ematical inaccuracies. 

Tartini  was  a  member  of  the  Accademia  dei 
Ricovrati  and  the  Congregazione  dei  Musicisti 
(for  whom  he  and  Vandini  occasionally 
played).  He  habitually  appended  poetic 
mottoes  (purloined  from  Metastasio's  dramas) 
to  his  instrumental  music  and  secret  ciphers 
to  manuscripts.  Most  of  his  music  circulated 
in  manuscript  copies,  making  accurate  dating 
impossible,  but  several  collections  of  concertos 
were  published  in  Amsterdam,  sonatas  and 
the  L'arte  del  arco  (containing  38  variations 
on  a  Corelli  gavotte,  1758)  in  Paris,  and  other 
instrumental  works  in  London,  Rome  and 
Padua.  He  produced  a  few  sacred  works  - 
canzoncine  sacre  for  one  to  three  voices,  motets 
and  a  Stabat  mater  for  three  voices.  Tartini 
retired  from  S  Antonio  in  1765,  suffered  a 
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mild  stroke  in  1768  and  died  of  gangrene  (from 
an  ulcerated  foot)  two  years  later. 
Tesi,   Vittoria.   See   Italy   to  Itinerant 
Musicians. 

Tessarini,  Carlo.  See  Italy  10  Itinerant 
Musicians. 

Tononi,  Carlo.  See  Italy  7  Papal  States: 

Bologna-Ferrara. 
Torelli,  Giacomo.  See  France  /  Paris  and 

Versailles. 

Torelli,  Giuseppe.  Sec  Italy  7  Papal  Slates: 
Bologna-Ferrara. 

Turini,  Francesco  (n  589-1656).  Italian 
organist  and  composer,  born  in  Prague.  After 
his  appointment  as  the  Prague  court  organist 
at  the  age  of  12,  Turini  studied  in  Venice  and 
Rome;  though  he  returned  to  Prague,  he  was 
next  heard  of  in  Venice,  in  the  service  of 
G.F.  Morosini.  In  1620  he  became  organist  at 
Brescia  Cathedral,  where  he  remained  until 
his  death.  Once  settled,  he  began  to  publish 
his  music:  the  three  collections  of  madrigals 
with  parts  for  two  violins  and  continuo  which 
appeared  in  1621,  1624  and  1629  may  be 
reckoned  among  the  earliest  concertato  vocal 
chamber  music.  The  first  book  is  especially 
notable  for  containing  one  of  the  earliest  sep- 
arate trio  sonatas  (for  two  violins  and  con- 
tinuo); the  title  of  the  second  book  uses  the 
term  "cantata1  (meaning  an  extended  recit- 
ative); and  in  the  third  Turini  suggests  using 
a  chitarrone  with  keyboard  to  accompany  the 
violins.  He  published  solo  motets  in  1629  and 
1640  and  a  collection  of  Masses  in  1643. 

Usper,  Francesco  (before  1570-early  1641). 
Organist,  composer  and  priest  working  in 
Venice.  He  was  devoted  to  the  confraternity 
of  S  Giovanni  Evangelista,  where  he  was 
known  as  'Sponga'.  Along  with  Monteverdi 
and  G.B.  Grillo,  Usper  contributed  music  to 
a  Requiem  Mass  (now  lost)  honouring  the 
Medici  Grand  Duke,  Cosimo  II,  which  was 
performed  at  the  church  of  SS  Giovanni  e 
Paolo  in  162 1.  He  had  hoped  to  succeed  Grillo 
as  organist  at  S  Marco,  but  although  he  served 
as  an  interim  organist  (1622-3),  he  failed  to 
gain  a  permanent  appointment.  In  addition  to 
Masses,  motets  and  psalms,  Usper  published 
one  of  the  earliest  collections  of  Venetian 
ensemble  canzonas,  the  Ricercari  el  ariejran- 
cesi  (1595).  His  Compositioni  armoniche  (1619) 
is  a  potpourri  of  sacred  and  distinctly  varied 
instrumental  genres  (comprising  two 
sinfonias,  two  canzonas,  two  capriccios  and  a 
sonata). 

Valentini,  Giovanni.  See  Central  eirope  j 

Austro-Hungary:  Vienna . 
Vallotti,  Francesco  Antonio  (1697- 1780). 


Maestro  di  cappella  at  Padua,  composer  and 
theorist,  known  for  his  system  of  unequal  tem- 
perament for  tuning  keyboard  instruments. 
Vallotti  maintained  later  in  life  that  he  and 
F  A.  Calegari  had  worked  out  the  math- 
ematical relationship  between  the  root  pos- 
ition and  inversions  of  chords  in  1728 
(apparently  without  knowledge  of  Rameau's 
1722  Traite  de  F  harmonic),  although  the  first 
volume  of  his  Delia  scienza  teorica  e  pratica 
was  not  published  until  the  year  of  his  death 
and  the  remaining  three  (passed  on  to  Padre 
Martini  in  1783)  not  until  1950.  In  them  he 
described  intervals  and  chords,  and  offered 
practical  musical  guidance  -  notably  in  the 
form  of  his  tuning  system.  He  prepared  other 
theoretical  works  and  was  an  energetic  cor- 
respondent. 

Vallotti  was  elected  maestro  di  cappella  at 
the  Basilica  di  S  Antonio,  Padua,  in  1730, 
after  studies  with  Calegari,  his  predecessor;  in 
addition  to  a  choir  of  16,  he  inherited  a  superb 
orchestra  of  16  strings  (led  by  Tartini  -  with 
whom  he  shared  a  keen  interest  in  math- 
ematics -  and  including  the  cellist  Antonio 
Vandini)  and  several  wind  players  which 
flourished  until  1749.  He  composed  a  variety 
of  sacred  music  in  the  concerted  choral  style 
and,  as  a  devoted  contrapuntist,  transcribed 
many  of  Palestrina's  Masses  during  his  tenure. 

Vandini,  Antonio  (n  690^1771).  Franciscan 
friar  and  cellist  who  from  1721  was  first  cellist 
at  the  Basilica  di  S  Antonio,  Padua,  where  he 
became  a  close  friend  and  colleague  of  Tartini. 
Vandini  had  earlier  served  as  maestro  di  violon- 
cello at  Bergamo  Cathedral  and  in  Venice, 
replacing  Vivaldi  (who  may  have  composed 
concertos  for  him),  at  the  Ospedale  della  Pieta. 
In  1723  he  accompanied  Tartini  to  Prague, 
where  they  played  in  the  music  for  the  cele- 
brations marking  the  coronation  of  Charles 
VI;  afterwards  they  remained  until  1726  in 
the  service  of  the  Bohemian  court  chancellor 
Count  Kinsky,  declining  invitations  to 
London  and,  instead,  returning  to  Padua.  For 
20  years  (from  1728)  Vandini  and  Tartini 
regularly  played  together  for  the  Accademia 
dei  Ricovrati  and  the  Congregazione  dei 
Musicisti;  Tartini  composed  two  concertos  for 
Vandini.  They  lived  together  in  their  last  years 
(after  the  death  of  Tartini's  wife  in  1769), 
and  Vandini  is  thought  to  have  compiled  the 
materials  for  Tartini's  biography  after  the 
composer's  death  in  1 770. 

Veracini,  Francesco  Maria.  See  Italy  6 
Tuscany. 

Vcrocai,  Giovanni.  See  Italy  10  Itinerant 
Musicians. 
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Vivaldi,  Antonio  (Lucio)  (i  678-1 741).  Vir- 
tuoso violinist  and  important  composer  of 
violin  sonatas,  trio  sonatas,  concerti  grossi 
and,  in  particular,  solo  concertos,  which 
epitomize  the  Italian  violin  idiom  of  the  early 
1 8th  century.  Vivaldi's  handling  of  solo  and 
ripieno  forces  and  materials  greatly  influenced 
his  contemporaries  and  the  succeeding  gen- 
eration of  European  composers  -  among  them 
Tartini,  P. A.  Locatelli,  Bach  and  Telemann. 

Known  as  'il  prete  rosso'  because  of  his  red 
hair,  Vivaldi  was  associated  nearly  all  his  life 
(if  off  and  on)  with  the  Venetian  Ospedale 
delta  Pieta.  He  took  up  his  first  post  there  as 
maestro  di  violino  in  1703,  and  much  of  his 
music  was  composed  for  his  pupils  there.  The 
intermittency  of  his  employment  at  the  Pieta 
was  a  reflection  of  the  nature  of  his  genius. 
Though  a  priest  (he  was  tonsured  in  1693),  ne 
was  a  volatile  man  (who  admittedly  channelled 
much  of  his  considerable  energy  into  violin 
pyrotechnics),  ambitious,  remarkably  vain, 
penurious  and  extremely  sensitive  to  criticism 
(he  felt  that  he  was  not  taken  seriously  as  a 
composer  -  particularly  of  opera  and  indeed 
such  respected  contemporaries  as  Goldoni, 
Benedetto  Marcello,  C.P.E.  Bach  and  Quantz 
found  his  music  banal). 

He  was  often  absent  from  Venice  for  Car- 
nival seasons  and  when  his  concertos  and 
operas  were  performed  as  far  afield  as  Amster- 
dam (where  his  instrumental  chamber  music 
was  commissioned  and  published  by  Roger 
and  Le  Cene),  Dresden,  Vienna  and  Prague. 
His  integrity  as  a  priest  was  compromised  by 
innuendos  regarding  his  relationships  with  the 
contralto  Anna  Giraud,  formerly  his  pupil, 
and  her  sister  Paolina,  who  travelled  in  his 
entourage;  in  1738,  the  Cardinal-Archbishop 
of  Ferrara  forbade  him  to  enter  the  city 
because  he  persisted  in  sinful  behaviour  and 
refused  to  say  Mass.  Vivaldi  suffered  from 
chronic  bronchial  asthma,  exacerbated  by  the 
rigours  of  travel,  and  when  he  died  in  Vienna 
he  was  buried  in  a  pauper's  grave. 

After  publishing  his  first  two  collections  of 
Corcllian  trio  (1705)  and  solo  sonatas  (1709) 
in  Venice,  Vivaldi  formed  with  Estienne  Roger 
(the  Amsterdam  music  printer  and  publisher) 
an  important  alliance  which  greatly  expedited 
the  dissemination  of  his  violin  music  through- 
out Europe:  L'estro  armonico  (concertos  for  1 , 
2  and  4  solo  violins;  op.  3)  appeared  in  171 1, 
La  stravaganza  (solo  concertos;  op.  4)  in  17 14, 
duo  and  trio  sonatas  (op.  5)  in  1716,  the  two 
collections  of  Concerti  a  5  stromenti  (opp.  6 
and  7)  in  1 716-17,  //  ctmento  dell 'armonia  e 
dell" inventione  (containing  the  'Four  Seasons' 
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concertos;  op.  8)  in  1725,  La  cetra  (op.  9)  in 
1727  and  string  concertos  (opp.  11  and  12)  in 
1 729.  The  first  complete  set  of  flute  concertos 
ever  to  be  published  appeared  in  1728  as  op. 
10.  Vivaldi  dedicated  op.  9  to  Emperor  Charles 
VI  and  was  rewarded  with  money  and  a  gold 
medallion  and  chain. 

Vivaldi  was  a  gifted  orchestrator.  Of 
approximately  350  solo  concertos  over  100 
were  for  instruments  other  than  the  violin  and 
flute,  including  the  recorder  (2),  flautino  (3), 
oboe  (20),  viola  d'amorc  (6),  mandoline  (1), 
cello  (27)  and  bassoon  (39)  -  some  of  which 
duplicate  one  another  as  transcriptions 
(Vivaldi  was  a  great  self-borrower).  There  are 
over  40  double  concertos  for  two  violins,  two 
trumpets  etc.,  as  well  as  for  unusual  com- 
binations such  as  viola  d'amore  and  lute;  at 
least  30  concertos  for  three  or  more  soloists 
(like  the  Concerto  funebre  RV579  for  violin, 
oboe,  chalumeau  and  3  violas  all'inglese);  60 
concerti  ripieni  (similar  to  opera  sinfonias);  20 
concertos  for  groups  of  solo  instruments 
(without  a  ripieno  complement);  and  a  few  for 
double  string  orchestra  and  soloists.  Many 
bear  descriptive  titles,  alluding  to  the  original 
performance  and  the  soloists,  other  titles  are 
simply  programmatic,  while  still  others  make 
reference  to  a  technical  feature  of  the  solo  part. 
About  1730  he  stopped  composing  new  music 
for  publication  in  Amsterdam. 

During  this  period  Vivaldi  was  also  actively 
composing  vocal  music  (much  with  instru- 
mental accompaniment  and,  occasionally, 
obbligatos):  solo  cantatas  (for  conversazioni 
and  the  female  voices  at  the  Pieta);  serenatas; 
operas  (of  which  21  survive);  a  variety  of 
sacred  music  (well  known  are  the  Gloria  RV589 
and  the  Magnificat  rv6io-ii);  and  oratorios 
(Juditha  trtumphans,  17 16,  met  with  particular 
acclaim).  His  earliest  opera,  Ottone  in  villa 
(text  by  Lalli),  was  performed  in  1713,  though 
at  Vicenza  rather  than  Venice.  However,  soon 
afterw  ards  he  became  attached  as  both  a  com- 
poser and  entrepreneur  to  the  Venetian  Teatro 
S  Angelo,  where  Orlando  finto  pazzo  (text  by 
Braccioli)  was  performed  in  17 14;  he  main- 
tained this  association  over  the  years  and,  fit- 
tingly, his  last  opera,  Feraspe  (text  by  Silvani) 
was  given  there  in  1739,  although  his  operas 
were  occasionally  produced  at  the  nearby 
theatres  of  S  Samuele  and  S  Moise. 

Vivaldi  also  eagerly  sought  the  opera  public 
beyond  the  lagoon:  the  Teatro  Capranica  in 
Rome  and  the  archducal  theatre  in  Mantua 
were  frequent  Carnival  venues  for  his  operas, 
as  well  as  the  theatres  at  Milan,  Florence, 
Reggio,  Ferrara  and  Verona.  The  Sporck 
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theatre  in  Prague  mounted  Argippo  (text  by 
Lalli)  in  1730  and  Alvilda  the  following 
spring;  Didone,  a  pasticcio  with  arias  by 
Vivaldi,  was  performed  in  London  in  1737. 
His  music  (many  autographs  survive)  was 
rationally  and  comprehensively  catalogued  by 
Peter  Ryom  (1974). 

Volpc  [Rovettino],  Giovanni  Battista 
(c  1620-91).  Organist  at  S  Marco,  who  eventu- 
ally became  maestro  di  cappella  in  1690,  and 
composer  of  a  volume  of  eight-part  Vespen 
(1649)  and  three  operas  for  the  Teatro  SS 
Giovanni  e  Paolo  (1659-64). 

Wagenseil,  Georg  Christoph.  Sec  Central 
Europe  j  Austro-Hungary:  Vienna. 

Zeno,  Apostolo.  Sec  Central  Europe  j 
Austro-Hungary:  Vienna. 

Ziani.  Two  prominent  Venetian  opera  com- 
posers, who  each  spent  several  years  at  the 
Viennese  court.  Pietro  Andrea  Ziani  (^1684) 
was  a  contemporary  of  Cavalli  and  a  leading 
exponent  of  burlesque  comedy.  He  later 
proved  himself  an  oratorio  and  instrumental 
composer  of  some  contrapuntal  skill.  His  first 
opera,  La  guerriera  spartana,  was  performed 
at  the  Teatro  S  Apollinare  in  1654.  After 
working  in  Innsbruck  (1662),  Vienna  (1663-9) 
and  Dresden  (1666-7)  he  returned  to  Venice, 
where  he  succeeded  Cavalli  as  first  organist  at 
S  Marco  in  1669;  a  decade  later  he  finally 
settled  in  Naples,  where  he  was  associated  with 
the  Conservatorio  S  Onofrio  and  had  court 
appointments  which  enabled  him  to  re-stage 
many  of  his  Venetian  and  Viennese  operas. 

The  career  of  his  nephew  Marc'Antonio 
(^1653— 1715)  followed  along  similar  lines.  In 
1679  his  first  opera,  Alessandro  magna  in 
Sidone,  was  performed  at  the  Teatro  SS  Giov- 
anni e  Paolo,  followed  by  a  steady  stream  of 
operas  throughout  the  1680s  (when  he  was 
maestro  di  cappella  at  S  Barbara  in  Mantua) 
and  the  1690s,  when  he  was  regarded  as  one  of 
the  leading  opera  composers,  with  a  particular 
flair  for  musical  characterization  and  instru- 
mental colour.  At  the  turn  of  the  century  he 
too  travelled  to  Vienna,  where  he  composed 
operas  for  the  Hoftheater  and  the  Teatro 
Favorita,  as  well  as  oratorios  (which  show 
his  brilliant  contrapuntal  technique  to  best 
advantage)  and  sepolcri.  Though  hardly  any 
separate  instrumental  music  survives,  the 
operas  and  oratorios  contain  much  solo  writing 
for  strings  (violin,  cello,  viol  and  lute)  and 
wind  (bassoon,  trombone  and  chalumeau), 
along  with  substantial  ensemble  ritornellos 
juxtaposing  string  and  wind  instruments.  In 
17 1 2  he  was  made  Kapellmeister  at  the 
imperial  court,  a  post  he  held  at  his  death. 


5  Modena-Reggio 

Bassani,  Giovanni  Battista.  See  Italy  7 
Papal  States:  Bologna-Ferrara. 

Bononcini.  Modenese  family  of  string  players 
and  composers.  Giovanni  Maria  Bononcini 
(1642  78)  studied  the  violin  and  composition 
with  Uccellini,  whose  technique  antedated  by 
more  than  a  decade  that  of  the  famous  violin 
school  of  the  neighbouring  city  of  Bologna. 
Bononcini's  own  trio  sonatas  -  while  less 
tonally  defined  and  technically  demanding 
(with  the  exception  of  the  fugal  movements  of 
the  sonate  da  chiesa)  -  are  important  precursors 
of  Corelli's  opp.  1-4.  He  published  his  first 
collection  (Primi  frutti  del  giardino  mustcale) 
in  Venice  in  1666;  collections  of  popular 
French  and  Italian  dances  (which  were 
intended  to  be  danced)  and  others  containing 
sonate  da  chiesa  appeared  in  the  years  immedi- 
ately following.  His  last  set  of  trios  (op.  12) 
appeared  in  the  year  of  his  death.  Five  years 
earlier  he  had  published  a  treatise  (Musico 
prattico)  which  circulated  widely  and  influ- 
enced such  later  writers  as  J.G.  Walther  (Prae- 
cepta  der  musikalische  Composition,  1708)  and 
Mattheson  (Der  vollkommene  Capellmeister, 
1739).  Bononcini  also  left  cantatas  and  a 
volume  of  madrigals  (1678);  of  a  dramma  da 
camera,  dedicated  to  Emperor  Leopold  I  and 
performed  at  the  Modena  court  theatre  in 
1677,  only  the  libretto  surv  ives.  When  Bonon- 
cini died  he  left  three  young  sons,  all  of  whom 
became  musicians. 

Giovanni  (1670  1747)  was  the  eldest  and 
most  successful  son.  A  cellist,  he  received  his 
musical  training  in  Bologna  from  G.P. 
Colonna.  While  there  he  published  two  col- 
lections of  trios  (1685)  and  three  of  sinfonie 
(1685-7);  ne  was  a  member  of  the  Accadcmia 
Filarmonica,  a  musician  at  S  Petronio  (for 
which  he  composed  two  Lenten  oratorios, 
1687  8)  and  finally  maestro  di  cappella  at  S 
Giovanni  in  Monte  until  1689  (his  four 
double-choir  Masses,  published  in  1688  as  op. 
7,  were  composed  for  the  services  there). 

From  Bologna  he  went  to  Milan  to  take  up 
a  commission  from  the  Duke  of  Modena,  and 
then  to  Rome  v  ia  Bologna,  where  he  played 
in  Cardinal  Pamphili's  orchestra.  While  in  the 
service  of  Filippo  Colonna  in  Rome,  Bonon- 
cini collaborated  with  the  poet  Silvio  Stam- 
piglia  on  six  screnatas,  an  oratorio  and  five 
operas,  of  which  the  last,  //  trionfo  di  Camilla, 
was  the  highlight  of  the  1696  7  Naples  Car- 
nival. By  this  time  his  operas  were  in  pro- 
duction   throughout     Italy,     though  his 
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reputation  had  been  made  as  much  by  his 
cantatas  as  by  his  operas. 

Such  was  the  impact  of  his  music  that  in 
1698  he  was  recruited  to  the  court  of  Leopold 
I,  in  Vienna,  where  he  became  a  particular 
favourite  of  the  heir  Joseph  (reigned  1 705-1 1). 
Stampiglia,  along  with  Bononcini's  younger 
brother  Antonio  Maria  (1677- 1726)  -  also  a 
cellist  in  Pamphili's  orchestra  and  an  opera 
composer  -  soon  joined  him  in  Vienna. 
Though  Giovanni  produced  operas,  oratorios 
and  dozens  of  cantatas  while  in  Vienna,  he 
eagerly  seized  any  opportunity  to  present  his 
music  elsewhere:  the  restrictions  on  musical 
entertainment  occasioned  by  the  War  of  the 
Spanish  Succession  allowed  the  two  Bonon- 
cinis  to  visit  the  Berlin  court  in  1702,  and  the 
year  of  mourning  imposed  in  1 705-6  after  the 
death  of  the  emperor  enabled  Giovanni  to 
travel  to  Italy.  Meanwhile,  between  1706  and 
1709,  his  opera  Camilla  was  given  64  per- 
formances in  London  at  the  Theatre  Royal, 
Drury  Lane,  becoming  the  first  Italian  opera 
to  gain  popularity  on  the  English  stage  (in  part 
because  it  was  sung  in  translation  by  English 
singers).  After  the  death  of  Emperor  Joseph  I 
in  171 1,  both  brothers  left  the  court  for  Italy, 
although  Giovanni  maintained  his  con- 
nections by  returning  to  Rome  in  the  service 
of  the  Viennese  ambassador,  for  whom  he 
composed  Astario  (text  by  Rolli)  in  17 15. 

He  remained  in  Rome  until  1719  when  he 
was  invited  to  London  by  the  Earl  of  Bur- 
lington to  become  a  composer  for  the  Royal 
Academy  of  Music  under  Handel's  direction. 
He  was  warmly  received  in  London  where 
Astarto  opened  the  second  season  at  the  King's 
Theatre  in  the  Haymarket  late  in  1720,  out- 
shining Handel's  own  operas.  The  following 
year  he  contributed  the  second  act  (the  first 
and  third  were  by  fellow  cellist  Filippo 
Amadei  and  Handel)  to  Muzio  Scevola;  L'odio 
e  f  amore  (text  by  Rolli)  followed  a  month  later 
at  the  Haymarket  Theatre.  After  a  promising 
start,  Bononcini  miscalculated  the  impli- 
cations of  accepting  a  commission  from  the 
Jacobite  Duchess  of  Buckingham  in  1722  to 
set  the  choruses  of  a  play  (Marcus  Brutus) 
by  her  late  husband.  His  own  Catholicism 
became  an  issue,  with  the  result  that  his 
Academy  contract  was  not  renewed  in  the 
autumn  of  1722,  although  the  decision  was 
reversed  a  year  later  (Erminia,  17 19,  and 
Farnace  were  produced  in  1723).  He  spent  the 
summer  of  1723  in  Paris  where  he  was  offered 
a  position  by  the  regent's  mistress  and,  indeed, 
spent  the  following  summer  there,  along  with 
singers  (including  Cuzzoni)  from  London. 
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Bononcini  returned  to  London,  however, 
and  accepted  a  position  as  director  of  the 
private  concerts  of  the  Duchess  of  Marlbor- 
ough, a  position  he  held  until  1731.  In  1727 
his  opera  Astianatte  (text  by  Haym)  was  pre- 
sented at  the  Haymarket,  amid  sensational 
publicity  sought  by  the  rival  admirers  of 
Cuzzoni  and  Faustina.  At  about  that  time  his 
involvement  in  the  Academy  of  Ancient  Music 
came  abruptly  to  an  end  when  Maurice 
Greene  presented  a  work  he  assumed  to  be 
Bononcini's;  certain  that  the  work  was  by 
Lotti,  Bernard  Gates  exposed  the  deception  at 
the  performance,  deeply  embarrassing  Bonon- 
cini and  Greene. 

Bononcini  maintained  his  connections  in 
France,  visiting  again  in  1731  and  then  in 
1733,  having  left  London  definitively  after 
yet  another  awkward  episode  concerning  the 
second  edition  of  his  sonatas  for  violin  or 
flute  (1722).  In  Paris,  his  music  (including  the 
Laudate  pueri  for  voices  and  orchestra)  was 
performed  at  the  Concert  Spirituel.  1735  saw 
him  in  Lisbon  and  by  the  middle  of  the  fol- 
lowing year  he  had  arrived  in  Vienna  where 
he  remained  until  his  death  a  decade  later. 
During  that  time  two  of  his  operas  (one  on  a 
text  by  Zeno,  the  other  by  Metastasio)  and  an 
oratorio  were  performed;  his  last  known  work 
is  a  Te  Deum,  commissioned  by  the  empress 
in  1741. 

Giovanni  Maria  [AngeloJ  Bononcini  (1678 
1753),  named  after  his  father  who  died  an  hour 
before  his  birth,  remained  in  Italy  all  his  life, 
as  a  cathedral  cellist  in  Modena  for  30  years, 
then  in  Venice  and  Rome  where  he  pursued  a 
career  as  a  violinist.  He  was  a  member  of  the 
Accademia  di  S  Cecilia  for  over  40  years. 
Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Castaldi,  Bcllcrofonte.  See  Italy  10  Itin- 
erant .Musicians. 

Chelleri,  Fortunato.  See  Italy  to  Itinerant 
Musicians. 

Corselli,  Francesco.  See  Iberian  peninsula 

and  colonies  /  Spain. 
De  Grandis,  Vinccnzo.  Sec  Italy  10  Itinerant 

Musicians. 

Ferrari,  Benedetto.  See  Italy  4  Venice. 
Fiore,  Angelo  Maria.  See  Italy  /  Piedmont- 
Savoy. 

Gabriclli,  Domenico.  See  Italy  7  Papal 

States:  Bologna-Ferrara. 
Goldoni,  Carlo.  See  Italy  4  Venice. 
Grossi,  Giovanni  Francesco.  See  Italy  10 

Itinerant  Musicians. 
India,  Sigismondo  d\  See  Italy  10  Itinerant 

Musicians. 
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Mant  Hi,  Francesco.  See  Italy  4  Venice. 
Marazzoli,  Marco.  See  Italy  7  Papal  States: 
Rome. 

Perroni,  Giovanni.  See  Central  Europe  3 

Austro-Hungary:  Vienna . 
Perti,  Giacomo  Antonio.  See  Italy  7  Papal 

States:  Bologna-Ferrara. 
Pistocchi,  Francesco  Antonio  Mamiliano. 

See  Italy  7  Papal  States:  Bologna-Ferrara. 
Rugcri,  Francesco.  See  Italy  2  Lombardy. 
Sportoni      Marc' Antonio.   See   Italy  o 

Sicily. 

Tesi,  Vittoria.  See  Italy  10  Itinerant 
Musicians. 

Uccellini,  Marco  (<i6o3-8o).  Maestro  di  cap- 
pella  and  composer  of  at  least  seven  collections 
of  violin  music  -  sonatas,  sinfonias  and 
dances  -  which  represent  an  important  stage 
in  the  development  of  an  idiomatic  repertory. 
From  the  1640s,  Uccellini  worked  in  Modena 
where  he  was  head  of  instrumental  music  at 
the  Este  court  and  later  maestro  dt  cappella  at 
the  cathedral  until  1665,  when  he  joined  the 
Farnesc  court  at  Parma. 

Vigarani,  Gaspare  and  Carlo.  See  France  / 
Paris  and  Versailles. 

Vitali,  Giovanni  Battista  and  Tomaso 
Antonio.  See  Italy  7  Papal  States:  Bologna- 
Ferrara. 


6  Tuscany 

Agazzari,  Agostino  (1578-1-1640).  Sienesc 
maestro  di  cappella,  composer  and  theorist 
whose  1607  treatise  on  continuo  playing  had 
an  immediate  and  widespread  influence.  Like 
those  of  many  composers  of  his  day,  Agazzari's 
earliest  published  works  were  madrigals  for 
three,  five  and  six  voices  and  indeed  his  first 
collection  of  motets,  published  in  Rome  in 
1602,  is  also  a  cappella.  But  from  1603  onwards 
his  sacred  works  incorporate  a  separate  basso 
continuo  part.  W  hile  in  Rome  for  several  years 
at  the  turn  of  the  century,  Agazzari  composed 
a  dramma  pastorale  entitled  Eumelio  for  the 
1605  Carnival  celebrations  at  the  Seminario 
Romano;  it  comprised  recitatives,  strophic 
arias  for  solo  voice  and  continuo  and  choruses, 
after  the  style  of  Cavalieri's  Rappresentatwne 
di  Anima  et  di  Corpo  (1600). 

Shortly  thereafter  Agazzari  returned  to 
Siena  where  he  took  up  the  post  of  organist 
and  maestro  di  cappella  at  the  cathedral.  He 
was  made  a  member  of  the  Accademia  degli 
Intronati  and  took  the  name  'Armonico 


Intronato'  (which  appeared  on  all  of  his  pub- 
lications from  1606  onwards).  He  made  his 
reputation  by  publishing  one  of  the  earliest 
treatises  on  how  to  accompany  an  ensemble 
from  an  unngured  bass,  Del  sonare  sopra  7 
basso  con  tutti  It  stromenti  e  delF uso  loro  nel 
conserto  (1607).  A  model  of  concision,  Agaz- 
zari's treatise  divides  continuo  instruments 
into  two  groups,  foundation  and  ornamenting, 
of  which  the  lute,  theorbo  and  harp  belong  to 
both.  It  was  commended  by  Adriano  Ban- 
chieri  and  a  version  of  it  incorporated  into 
his  Conclusioni  nel  suono  dell'organo  (1600); 
Michael  Praetorius  quoted  and  paraphrased 
large  tracts  of  it  in  the  third  volume  of  Syn- 
tagma musicum  ( 1 6 1 8). 

Archilei  [nee  Concarini],  Vittoria  ['La 
Romanina'j  (1550-1620S).  Roman  soprano 
and  protegee  of  Cavalieri  during  the  1680s 
who  became  a  much  respected  early  exponent 
of  the  monodic  style.  Vittoria  Concarini  was 
gifted  as  a  lutenist  and  dancer  as  well  as  a 
singer;  with  her  husband  Antonio  Archilei 
(also  a  singer  and  lutenist)  she  took  part  in  the 
intermedi  performed  at  the  Medici  court  in 
Florence.  Caccini  (1600),  Peri  (1600/01)  and 
d' India  (1609)  all  made  reference  not  only  to 
the  quality  of  her  voice  but  to  her 
musicianship,  her  command  of  passaggi  and 
the  expressive  devices  of  the  Florentine  style. 
Marino  wrote  a  poem  on  4La  morte  di  Vittoria 
cantatrice  famosa'  which  was  published  in 
1629. 

Babbi,  Gregorio.  See  Italy  10  Itinerant 
Musicians. 

Bardi,  Giovanni  dc'  (1534-16 12).  Count  of 
Vernio,  Italian  militan  hero;  student  of  Greek 
and  Latin,  poet,  playwright,  composer  and 
creator  of  Medici  court  intermedi  in  the  1 580s; 
patron,  member  of  a  number  of  academies  and 
the  leader  of  his  own  Florentine  Camerata  (// 
1573  87).  Bardi's  importance  to  students  of 
Baroque  music  lies  in  his  role  as  a  muse  to  the 
1 6th  17th-century  composers  who  formulated 
what  came  to  be  known  as  the  seconda  pratttca. 
1  lis  home  was  the  gathering  plaee  of  nobles 
and  musicians  where  music  was  played  and 
discussed  in  terms  of  its  poetry,  philosophy 
and  theoretical  basis.  Though  never  present 
at  these  meetings,  Girolamo  Mei  (1510-04) 
exerted  a  profound  influence  through  his  cor- 
respondence with  Bardi  and  Vincenzo  Galilei, 
in  which  he  encouraged  the  reform  of  poly- 
phony through  experiments  with  monody, 
based  on  the  ideals  of  ancient  Greek  music. 
Galilei  and  Giulio  Caccini  were  active 
members  of  what  Caccini  referred  to  in  1600 
as  'Bardi's  camerata'.  Bardi  addressed  a  dis- 
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course  on  ancient  music  and  singing  to 
Caccini;  Galilei  dedicated  his  Dtalogo  delta 
musica  ant  tea  el  della  modcrna  (i  581)  to  Bardi. 
Bardi  himself  published  at  least  three  mad- 
rigals in  which  he  sought  to  follow  the  teaching 
of  Mci  regarding  the  importance  of  'keeping 
the  line  intact',  'attending  to  the  expression  of 
the  words  and  the  conceit',  and  'limiting  text 
repetition  to  the  minimum'. 
Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Brunelli,  Antonio  (11575-0}  1630).  Maestro 
di  cappella,  organist,  composer  and  writer  on 
music  working  in  Tuscany.  Brunelli  was 
trained  in  the  Roman  sacred  polyphonic  tra- 
dition by  G.M.  Nanino.  His  first  post  was 
at  the  cathedral  at  San  Miniato  (near  Pisa), 
whence  he  issued  his  first  didactic  treatise, 
Regale  utilissime  (1606).  In  1607  he  became 
maestro  di  cappella  of  Prato  Cathedral,  where 
he  remained  until  taking  up  appointments  to 
the  Grand  Duke  of  Tuscany  and  the  Cavalieri 
di  S  Stefano  at  Pisa  in  161 2;  by  that  time 
his  treatise  on  singing,  Regole  et  dichtarationi 
(1610),  and  first  collections  of  scherzi  and  arte 
in  the  Florentine  style  had  appeared.  His 
brother  succeeded  him  at  Pisa  in  1630. 

Caccini.  Family  of  Florentine  musicians 
headed  by  Giulio  Caccini  (1551  16 18),  a  cel- 
ebrated singer  and  instrumentalist  at  the 
Medici  court,  once  a  member  of  Bardi's  Flo- 
rentine Camcrata  and  an  early  composer  of 
monody.  Caccini  was  best  known  during  his 
lifetime  as  a  gifted  tenor  who  accompanied 
himself  on  the  lute,  chitarrone,  viol  and  harp. 
Under  the  influence  of  Bardi,  Galilei  and  Mei, 
Caccini  sought  to  create  music  that  both 
affected  the  soul  and  delighted  the  senses;  the 
result  was  stile  recitativo  in  which  'one  could 
almost  speak  in  tones'  in  the  mid  1580s, 
though  it  was  not  until  the  turn  of  the  century 
that  he  published  any  of  his  monodies.  // 
rapimento  di  Cefalo  was  performed  as  part  of 
the  wedding  festivities  honouring  Maria  de' 
Medici  and  Henri  IV  of  France  in  October 
1600,  and  although  he  had  composed  music 
for  Peri's  Euridice  (also  part  of  the  wedding 
entertainment),  he  quickly  composed  and  had 
published  his  own  Euridice  by  December 
1600. 

Caccini  was  also  well  known  as  a  singing- 
teacher:  he  trained  members  of  his  family, 
who  became  known  as  'il  concerto  Caccini',  as 
well  as  the  castrato  Giovanni  Gualberto  Magli. 
Maria  de'  Medici  invited  the  family  consort 
to  the  French  court  in  Paris  during  the  winter 
and  spring  of  1604-5.  Le  nuove  musiche  (1602) 
was  Caccini's  most  important  publication:  the 
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solo  madrigals  and  strophic  songs  in  it  are  both 
lyrical  and  declamatory;  the  ornamentation 
(passaggi)  and  figured  bass  are  explained  in  the 
preface,  which  is  considered  a  major  source  of 
early  17th-century  performing  practice. 

Francesca  Caccini  ['La  Cecchina']  (1587- 
n640)  was  Giulio's  eldest  daughter  and 
musical  heir:  she  sang  and  accompanied 
herself  on  the  lute,  guitar  and  harpsichord, 
wrote  poetry,  composed  and  taught.  Though 
she  remained  all  her  life  in  the  service  of  the 
Medici,  she  toured  widely  with  her  family 
and  later  with  her  husband  Giovanni  Battista 
Signorini.  For  the  Medici  she  composed  large- 
scale  entertainments,  culminating  in  an  opera, 
La  liberazione  di  Ruggiero  dull isola  d'Alcina, 
which  was  performed  in  Florence  in  1625;  she 
dedicated  her  first  and  only  book  of  songs  and 
duets  to  Cardinal  Carlo  de'  Medici  in  1618. 
As  one  would  expect  from  a  singer,  her  music 
is  richly  idiomatic  and  exploits  the  emotional 
range  of  the  voice  through  chromaticism, 
word-painting  and  brilliant  written-out  orna- 
mentation. 

Her  younger  sister  Settimia  ['La  Flora'] 
(159 1 -ci  638)  was  also  a  singer  and  composer 
of  secular  monodies.  With  her  sister  and  father 
she  sang  at  the  French  court  (1604-5);  a^rer 
her  return  to  Italy  she  took  part  in  the  first 
performance  of  Monteverdi's  Arianna  in  1608 
at  Mantua.  The  following  year  she  married 
the  composer  Alcssandro  Ghivizzani  (t-1572- 
^1632)  and  together  they  worked  first  at  the 
Medici  court  in  Florence  and  then  for  the 
Gonzagas  in  Mantua.  After  her  husband's 
death  in  1632  she  returned  to  the  Medici  court. 

Caffarelli.  Sec  Italy  10  Itinerant  Musicians. 

Cavalieri,  Emilio  de'  (r  1550-1602).  Roman 
noble  at  the  Medici  court  and  composer,  who 
was  one  of  the  first  to  set  a  play  in  monody; 
he  was  also  a  singing-teacher,  dancer  and  cho- 
reographer. As  a  diplomat  he  exerted  a  decis- 
ive influence  on  papal  elections  during  the 
1 590s.  After  his  successful  management  of  the 
1589  intermedi  for  the  wedding  festivities  of 
Maria  de'  Medici  and  Henri  IV  of  France, 
Cavalieri  produced  his  own  pastorals  and  in 
October  1600  the  Euridice  of  Rinuccini  and 
Peri. 

Cavalieri  belonged  to  the  circle  of  poets  and 
musicians  gathered  around  Bardi,  with  whom 
he  collaborated  on  lavish  entertainments  for 
the  Grand  Duke  of  Tuscany.  Along  with  Peri 
and  Caccini  he  experimented  with  speech-like 
recitative  and  figured  bass  in  his  settings  of 
pastoral  texts  by  Bardi,  Tasso  and  Laura 
Guidiccioni  (Aminta,  1590),  Guarini  and 
others.  Many  of  his  works  were  composed 
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for  the  court  soprano  Vittoria  Archilei  and 
contained  virtuoso  passage-work  and  symbols 
for  ornaments.  His  most  important  work  is 
the  Rappresentattone  di  Antma  et  di  Corpo  .  . . 
per  recitar  cantando  which  was  performed  in 
Rome  in  February  1600  before  the  members 
of  the  Collegio  Sacro.  In  addition  to  long 
tracts  of  dialogue  set  in  monodic  recitative,  the 
Rappresentatione  contains  madrigals  and  songs 
in  dance  metres.  It  is  reckoned  as  the  first 
dramatic  work  set  entirely  to  music;  the 
printed  score  is  the  earliest  one  to  offer  a 
figured  bass. 
Cesti,  Antonio.  See  Italy  to  Itinerant 
Musicians. 

Chelleri,  Fortunate  See  Italy  io  Itinerant 
Musicians. 

Conti,  Francesco  Bartolomeo.  See  Central 
Europe  j  Austro-Hungary:  Vienna. 

Corsi,  Jacopo  (i  561-1602).  Florentine  noble 
and  minor  composer  w  ho,  after  Bardi,  became 
the  central  figure  in  the  early  development  of 
opera  at  Florence.  Tasso,  Rinuccini,  and  Peri 
regularly  met  at  his  palace  to  discuss  dramatic- 
poetry  and  perform  music  in  the  new  stile 
rappresentativo.  Corsi  is  remembered  in  par- 
ticular for  his  collaboration  with  Peri  and 
Rinuccini  on  Dafne  (1598)  and  in  the  pro- 
duction of  Euridice,  performed  at  the  Pitti 
Palace  in  1600  as  part  of  the  wedding  cel- 
ebrations of  Maria  de'  Medici  and  Henri  IV 
of  France. 

Cristofori,  Bartolomeo  (1 655-1 731).  Key- 
board instrument  maker  and  the  inventor  of 
the  pianoforte.  From  1690  Cristofori  was  in 
the  service  of  Prince  Ferdinando  de'  Medici 
at  the  Florentine  court,  w  here  by  1698  he  was 
engaged  in  the  construction  of  an  'arpicembalo 
che  fa  il  piano  e  il  forte'.  Only  three  pianos 
survive  (one  from  1720  at  the  Metropolitan 
Museum  of  Art,  New  York,  has  a  compass  of 
four  and  a  half  octaves),  one  harpsichord 
(1722)  and  a  double-strung  spinet  (1693). 

Cuzzoni,  Francesca.  See  Italy  io  Itinerant 
Musicians. 

Delia  Ciaia,  Azzolino  Bernardino  (1671- 
1755).  Though  not  a  musician  by  trade,  Delia 
Ciaia  is  remembered  for  a  collection  of  key- 
board music  (41727)  and  for  having  com- 
missioned a  remarkable  organ  for  Pisa,  on 
behalf  of  the  Cavalieri  di  S  Stefano,  to  which 
he  belonged.  The  organ  still  considered  the 
best  in  Tuscany  -  was  provided  by  a  small 
army  of  organ  builders  with  more  than  60 
registers,  five  manuals  (the  fifth,  controlled  by 
a  harpsichord)  and  five  organs  (of  which  three 
can  be  played  on  a  single  manual);  it  was 
modified  in   1839.  Delia  Ciaia's  surviving 


music  (including  six  sonatas  for  harpsichord, 
each  comprising  an  idiomatic  toccata,  a  three- 
part  canzona  and  two  binary  movements)  was 
composed  while  at  sea  with  the  Cavalieri  di  S 
Stefano  (1688-1704). 

Del  Turco,  Giovanni  (1 577-1 647).  Flo- 
rentine nobleman  and  court  official  w  ho  com- 
posed modest  five-part  madrigals.  A 
contemporary  of  Jacopo  Corsi,  Del  Turco 
studied  composition  with  Gagliano  (who  in 
1604  dedicated  his  second  collection  of  mad- 
rigals to  Del  Turco).  When  Gagliano  founded 
the  Accademia  degli  Elevati  in  1607,  Del 
Turco  became  its  secretary;  in  that  same  year 
he  was  mentioned  in  Giulio  Cesare  Mon- 
teverdi's preface  to  his  brother  Claudio's 
Scherzi  music  ah.  In  161 4  he  dedicated  his 
second  book  of  madrigals  (which  contains  a 
lament  on  the  death  of  Corsi)  to  Grand  Duke 
Cosimo  II  and  was  handsomely  rewarded  with 
the  post  of  director  of  court  music,  which 
he  held  for  more  than  a  decade.  Del  Turco 
belonged  to  the  Cavalieri  di  S  Stefano,  Pisa. 

Doni,  Giovanni  Battista  (1595- 1647).  Flo- 
rentine classicist,  philologist  and  music 
theorist  of  the  post-Mei/ Galilei  generation. 
Though  at  heart  a  Greek  scholar,  Doni  bowed 
to  parental  pressure  and  pursued  a  career  in 
law .  He  succeeded  almost  in  spite  of  himself, 
gaining  a  succession  of  diplomatic  appoint- 
ments at  the  Vatican  that  would  take  him  to 
Paris  and  Madrid  and  ultimately  the  privi- 
leged post  of  secretary  of  the  College  of  Car- 
dinals (1629). 

It  was  not  until  the  1630s  that  Doni  turned 
to  music  and  then  it  was  to  the  singular  task  of 
rediscovering  ancient  Greek  music.  Dismayed 
by  the  current  static  quality  of  monody  ,  he 
felt  that  a  more  complete  revival  of  Greek 
music  might  provide  fresh  impetus  to  modern 
music.  He  w  rote  a  series  of  treatises  describing 
the  ancient  Greek  system  of  tonoi,  classifying 
types  of  monody  and  reforming  solmization 
and  staff  notation.  He  had  instruments  con- 
structed -  in  particular,  the  'amphichordal' 
lyre  or  Myra  Barberina'  (named  after  his  papal 
patron  Urban  VIII)  which  could  be  played  in 
ancient  modes  -  and  induced  composers  such 
as  Frescobaldi  and  Luigi  Rossi  to  compose  for 
them.  His  Compendio  del  trattato  de'  generi  e 
de'  modi  della  musica  (1635)  and  Annotaziom 
sopra  il  Compendia  (1640),  both  published  in 
Rome,  contain  criticism  of  dramatic  music. 

Fantini,  Girolamo  (//  1630-8).  Chief  court 
trumpeter  to  Ferdinando  II,  Grand  Duke  of 
Tuscany,  and  the  author  of  an  important  treat- 
ise on  his  instrument  (Modo  per  imparare  a 
sonare  di  tromba,  published   in  Frankfurt, 
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1638),  which  not  only  contains  the  first  known 
trumpet  sonatas  but  also  promoted  the  use  of 
the  trumpet  outside  its  traditional  realms  of 
military  and  ceremonial  music. 

Frescobaldi,  Girolamo.  See  Italy  7  Papal 
States:  Rome. 

Gagliano,  Marco  da  (1 582-1 643).  Prominent 
Florentine  composer  and  distinguished  cleric, 
best  known  for  his  1608  opera  Dafne  (text  by 
Rinuccini),  although  he  was  a  prolific  com- 
poser of  madrigals,  monodies  and  sacre  rap- 
present  a  zioni  (oratorios).  Gagliano  was  a  pupil 
of  Luca  Bati  and  from  an  early  age  a  member 
of  the  Compagnia  dell'Arcangelo  RafTaello,  a 
lay  religious  confraternity  for  boys  of  the 
middle  and  upper  classes,  where  he  came  to 
know  Cosimo  de'  Medici,  Ottavio  Rinuccini, 
Jacopo  Peri,  Giovanni  del  Turco  and  Giov- 
anni de'  Bardi  -  men  with  whom  he  would 
later  be  associated.  He  took  up  his  first  post 
as  assistant  to  the  maestro  di  cappella  at  S 
Lorenzo  in  1602,  the  same  year  in  which  he 
published  the  first  of  six  books  of  madrigals; 
at  the  end  of  1608  he  was  elevated  to  maestro. 
In  that  same  year  he  was  instrumental  in  the 
founding  of  the  Florentine  Accademia  degli 
Elevati,  distinguished  by  its  membership, 
rules  and  strict  devotion  to  music;  their  patron 
was  Cardinal  Fcrdinando  Gonzaga. 

Soon  after,  Gagliano  began  to  write  music 
for  the  Gonzaga  court  entertainments  at 
Mantua.  Dafne  was  presented  there  during 
the  Carnival  of  1608.  The  opera  was  greatly 
admired  and  particularly  praised  by  Peri  for  its 
successful  musical  declamation.  Less  austere 
than  the  earlier  efforts  of  Peri  and  Caccini, 
Dafne  has  more  in  common  with  Monteverdi's 
LOrfeo  (1607)  in  its  mixture  of  madrigal  and 
recitative  styles.  Of  special  interest  is  Gagli- 
ano's  preface  to  the  edition  in  which  he  makes 
clear  his  concern  for  the  production  as  a  whole: 
how  to  deploy  the  instrumentalists  and 
singers,  the  occasions  and  circumstances  in 
which  ornamentation  is  to  be  used,  and  general 
stage  directions. 

In  1609  Gagliano  was  appointed  maestro  di 
cappella  at  the  Medici  court  and  at  S  Maria 
del  Fiore  (the  Florentine  cathedral).  In  161 5 
he  was  made  apostolic  prothonotary  at  S 
Lorenzo;  his  collection  of  chamber  monodies 
(Musiche)  also  appeared  in  that  year.  His 
Responsoria  maioris  hebdomadae  (1630/31) 
served  to  keep  alive  his  memory  until  well 
into  the  19th  century.  His  younger  brother, 
Giovanni  Battista  ( 1 594  - 165 1 ),  was  also  active 
as  a  composer,  musician  and  teacher  in  Flor- 
ence. 

Galilei,  Vincenzo  (d  1591).  Tuscan  theorist, 
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acoustician  and  composer,  lutenist  and  singer, 
who  led  the  trend  towards  the  monodic  style 
of  the  17th  century;  he  was  the  father  of  the 
scientist  Galileo  Galilei.  As  a  young  man 
Galilei  studied  with  Zarlino  in  Venice  and  in 
1 570-1  embarked  on  a  compendium  of  his 
teacher's  Le  istitutioni  harmoniche.  The  fol- 
lowing year  he  took  up  residence  in  Florence, 
became  acquainted  with  Bardi,  and  entered 
into  a  correspondence  with  Mei  (the  eminent 
authority  on  Greek  music)  which  formed  the 
basis  for  his  Dialogo  della  musica  antica  et  della 
moderna,  dedicated  to  Bardi  and  published  in 
1 58 1.  In  it  he  criticized  Zarlino's  theories  of 
tuning  and  demonstrated  how  the  Greek 
modes  differed  from  the  church  modes;  deeply 
influenced  by  Greek  theory  and  philosophy, 
he  advocated  the  return  to  music  based  on  a 
single  melodic  line  accompanied  by  a  lute, 
limited  by  the  rhythm  and  affection  of  the 
poetry,  and  he  revived  the  concept  of  sung 
tragedies.  These  ideas  were  taken  up  and 
developed  by  Cavalieri,  Corsi,  Rinuccini,  Peri 
and  Caccini. 

Gatti,  Theobaldo  di.  See  France  /  Paris  and 
Versailles. 

Geminiani,  Francesco.  See  British  isles  / 
London. 

Giustini,  Lodovico  (Maria)  (1685- 1743). 
Pistoian  composer,  who  served  all  of  his  life 
as  organist  of  the  Congregazione  dello  Spirito 
Santo  (where  he  succeeded  his  father).  In  1732 
he  published  in  Florence  the  earliest  known 
piano  music,  Sonate  da  cimbalo  di  piano  e  forte 
detto  volgarmente  di  martelletti  (op.  1),  which 
employs  dynamic  markings  and  expressive 
indications. 

Goldoni,  Carlo.  Sec  Italy  4  Venice. 

Grua,  Carlo  Luigi  Pietro.  Sec  Northern 
Europe  $  West  Germany  and  the  Rhineland. 

Habermann,  Franz.  See  Central  Europe  j 
Austro-IIungary. 

Handel,  George  Frideric.  See  British  isles 
/  London. 

Hasse,  Johann  Adolf.  See  Northern  Europe 

4  Saxony  and  Thuringia:  Dresden. 
India,  Sigismondo  d'.  See  Italy  10  Itinerant 

Musicians. 

Lampugnani,  Giovanni  Battista.  See  Italy 
10  Itinerant  Musicians. 

Lanzetti,  Salvatore.  See  Italy  /  Piedmont- 
Savoy. 

Lully,  Jean-Baptiste.  See  France  /  Paris 
and  Versailles. 

Melani,  Jacopo  and  Atto.  See  Italy  10  Itin- 
erant Musicians. 

Moniglia,  Giovanni  Andrea  (1 624-1 700). 
Physician  to  Cardinal  Gian  Carlo  de'  Medici 
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and  comic  librettist,  whose  La  Tancta,  set 
by  Jacopo  Melani  in  1657,  inaugurated  the 
Florentine  Teatro  della  Pergola.  Cavalli  com- 
posed music  for  Ipermestra  and  Jacopo  Melani 
Ercole  in  Tebe  tor  Florence;  the  settings  of 
Lorenzo  Cattani  (a  frequent  collaborator)  do 
not  survive.  In  the  following  decade  Melani 
set  at  least  two  librettos  for  Pisa,  and  Ccsti, 
Legrenzi,  Pasquini  and  P. A.  Ziani  followed 
with  operas  for  Venice  and  Vienna.  He  pub- 
lished his  librettos  in  three  volumes  of  Poesie 
dramattche  (1689-90). 

Orlandi,  Santi.  See  Italy  j  Mantua. 

Orlandini,  Giuseppe  Maria  (1675  1760). 
Florentine  maestro  di  cappella  and  prolific 
opera  composer.  Orlandini  had  a  varied  career 
in  the  service  of  Prince  Giovanni  Gastone 
(Grand  Duke  of  Tuscany  from  1723),  at  the 
cathedral  and  at  S  Michcle;  he  composed 
heroic  operas  on  librettos  by  Zeno  for  Bologna 
(where  in  1719  he  became  a  member  of  the 
Accademia  Filarmonica),  Rome,  Venice, 
Naples,  Milan,  Ferrara,  Reggio  Kmilia  and 
Turin,  as  well  as  Florence.  However,  his 
importance  lies  as  a  composer  of  the  comic 
intermezzo  Serpilla  e  Bacocco  ( 1 722);  originally 
called  //  marito  gweutore  for  a  performance  in 
Venice  in  1719,  it  became  the  most  frequently 
performed  musical  drama  in  the  1 8th  century. 
The  arias  are  short  the  text  is  set  syllabically 
over  simple  accompaniments  -  and  arc  char- 
acterized by  repeated  notes  and  rhythms  over 
often  static  harmonies.  He  prepared  other 
intermezzi  for  Rome,  Venice,  Munich,  Copen- 
hagen and  St  Petersburg  (where  //  marito 
geioso  was  performed  in  1734). 

Pagliardi,  Giovanni  Maria  (1637- 1702). 
Church  musician  and  composer  of  oratorios 
and  operas.  Pagliardi  worked  primarily  in 
Florence,  where  he  served  as  maestro  di  cap- 
pella (succeeding  Cesti)  to  the  Grand  Duke  of 
Tuscany,  at  the  church  of  S  Lorenzo  and,  in 
his  last  years,  at  the  cathedral.  His  oratorio 

L'tnnocenza  trionfante  was  performed  in 
Genoa  at  Ss  Annunziata  in  1660,  and  several 
collections  of  motets  were  published  in  Rome 
during  the  mid  1670s.  But  it  was  not  until 
1672  that  he  produced  his  first  (and  most 
popular)  opera,  Caligula  delirante  (text  by 
Gioberti),  at  the  Teatro  SS  Giovanni  c  Paolo 
in  Venice,  followed  by  Ltsimaco  (text  by 
Ivanovich)  the  next  year.  He  subsequently 
composed  operas  for  Florence  which  were  per- 
formed at  the  Pitti  Palace,  the  Teatro  della 
Pergola  and  at  Pratolino  (the  duke's  second 
home). 

Peri,  Jacopo  ['Zazzerino']  ( 1 561-1633).  Com- 
poser who  contributed  significantly  to  the 


early  development  of  dramatic  recitative,  and 
Orphic  singer  (he  accompanied  himself  at  the 
keyboard  or  on  the  chitarronc).  Peri  came  from 
an  aristocratic  Florentine  family  and  acquired 
a  post  among  the  musicians  at  the  Medici 
court.  He  may  have  been  a  member  of  Bardi's 
Camerata  and  during  the  1580s  collaborated 
on  intermedi  with  his  teacher  Cristofano  Mal- 
vezzi  and  Striggio,  among  others.  He  became 
associated  with  Jacopo  Corsi  in  the  1 500s,  and 
together  they  collaborated  on  the  music  for 
Rinuccini's  tragi-comedy  Dafne,  which  was 
performed  during  Carnival  1598.  His  most 
important  work  -  and  the  earliest  opera  to 
survive  in  complete  form  is  Furidice  (text  by 
Rinuccini);  the  1st  performance  also  included 
music  by  Giulio  Caccini.  The  drama  is  entirely 
conveyed  by  either  solo  singers  or  four-  and 
five-part  chorus.  By  imitating  the  rhy  thm  and 
melody  of  speech  achieved  in  part  through 
his  use  of  chromaticism  and  silence  -  in  reci- 
tatives, such  as  the  two  monologues  for 
Orpheus,  he  initiated  the  traditions  of  opera. 
Euridice  was  performed  at  the  Palazzo  Pitti 
on  6  October  1600  as  part  of  the  wedding 
celebrations  for  Henri  IV  of  France  and  Maria 
de'  Medici. 

Although  Peri  spent  his  life  in  Florence,  he 
corresponded  with  Ferdinando  Gonzaga,  who 
commissioned  for  the  Mantuan  court  songs 
and  two  theatre  works  (which  may  never  have 
been  completed  or  performed).  In  1609  Peri 
published  a  collection  of  songs  (Le  varie 
mustche)  and  was  for  a  time  closely  associated 
with  Francesca  Caccini,  accompanying  her 
with  her  husband  in  the  entourage  of  Carlo 
dc'  Medici  on  a  trip  to  Rome  in  1616.  In  the 
1 620s  he  collaborated  with  Marco  da  Gagliano 
on  at  least  three  sacre  rappresentazioni  (ora- 
torios) which  were  performed  for  the  Com- 
pagnia  dell'Arcangelo  Raffaello.  They  also 
worked  together  on  two  librettos  by  Salvadori; 
Peri  composed  the  elaborate  music  for  Chlorys 
in  La  Flora,  which  was  also  given  for  a  Medici 
wedding,  in  1628. 

Puliaschi,  Giovanni  Domenico.  See  Italy 
7  Papal  States:  Rome. 

Rinuccini,  Ottavio  (1 562-1 621).  Florentine 
nobleman,  librettist  and  poet  who  wrote  the 
first  drama  to  be  sung  entirely  'in  the  manner 
of  the  ancients'.  As  a  member  of  the  court 
Rinuccini  was  actively  involved  in  the  royal 
entertainments.  He  also  belonged  to  the  Acca- 
demia Fiorentina  and  the  Alterati,  though  not 
to  Bardi's  Camerata.  However  he  did  col- 
laborate with  Bardi  on  intermedi  for  the  1589 
wedding  celebrations  of  Grand  Duke  Fer- 
dinando I  and  during  the  1590s  he  worked 
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with  Corsi,  Peri  and  Caccini,  producing 
musical  dramas  sung  in  recitative  style:  Dafne 
(1598;  performed  at  Corsi's  home)  and  Fun- 
dice  (1600). 

He  claimed  to  have  penned  the  text  of  Dafne 
'solely  to  test  the  power  of  music1.  In  1608  the 
Accademia  degli  Elevati  (of  which  Rinuccini 
was  also  a  member)  commissioned  a  new 
setting  of  Dafne  from  Gagliano;  that  same  year 
Rinuccini  also  collaborated  with  Monteverdi 
on  the  Ballo  dell'ingrate,  which  was  inspired 
by  his  encounter  with  French  court  ballet 
while  in  Paris  (1600-4)  as  one  of  Maria  de' 
Medici's  entourage.  He  also  wrote  texts  for 
madrigals,  of  which  Monteverdi's  ground- 
bass  settings  of  'Zcfiro  torna'  and  the 
'Lamento  della  ninfa'  are  well  known. 
Rossi,  Luigi.  See  Italy  7  Papal  States: 
Rome. 

Saracini,  Claudio  [lIl  Palusi']  (1586-1649). 
Sienese  nobleman,  singer,  lutenist  and  com- 
poser of  monodies,  considered  with  Sigis- 
mondo  d'India  to  be  the  finest  monodist  of  his 
day.  His  six  books  o(  Music  he  (including  129 
solo  songs,  duets,  trios  and  theorbo  pieces) 
were  published  during  the  decade  1614-24 
and  were  dedicated  to  archbishops  and 
princes;  individual  songs  were  dedicated  to 
such  people  as  Monteverdi,  who  greatly 
influenced  his  music.  With  the  exception  of  a 
Stabat  mater  he  set  only  Italian  texts,  par- 
ticularly favouring  the  erotic  verses  of  Marino 
for  his  madrigals.  His  command  of  dec- 
lamation and  word-painting,  harmony  and 
dissonance  were  formidable. 

Sbarra,  Francesco  (161 1-68).  Luccan  poet 
and  librettist,  working  at  the  Habsburg  courts 
during  the  last  decade  of  his  life.  In  Lucca  he 
belonged  to  the  Accademia  degli  Oscuri  and 
later  the  Accademia  degli  Accesi.  After  the 
death  of  his  wife  (1645)  he  entered  the  priest- 
hood, serving  as  a  canon  of  Lucca  Cathedral. 
He  wrote  occasional  poetry  ,  including  tragic 
and  comic  intermedin  during  the  1640s,  gaining 
wider  notoriety  with  the  production  of  Cesti's 
setting  of  Alessandro  vincitor  di  se  stesso  at  the 
Teatro  SS  Giovanni  e  Paolo  in  Venice.  In  1659 
he  was  appointed  court  poet  and  counsellor  to 
Archduke  Ferdinand  Karl  in  Innsbruck,  in 
succession  to  G.F.  Apolloni,  and  in  1665 
moved  to  the  Viennese  court  where,  in 
addition  to  producing  texts  for  sepolcri  and 
ballets,  he  collaborated  again  with  Ccsti  on 
the  extravagant  //  porno  d'oro,  for  the  1668 
wedding  celebrations  of  Leopold  I  and  Mar- 
garcta  Teresa  of  Spain. 

Stuck,  Jean-Baptiste.  See  France  /  Paris 
and  Versailles. 
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Tenaglia,  Antonio  Francesco.  See  Italy  7 

Papal  States:  Rome. 
Tesi,    Vittoria.    See    Italy    10  Itinerant 

Musicians. 

Veracini.  Florentine  violinists  and  composers, 
an  uncle  and  his  famous  nephew.  Antonio 
Veracini  (1659-1 733)  was  trained  by  his  father 
before  entering  the  service  of  Grand  Duchess 
Vittoria  of  Tuscany  O/1694)  in  1682.  With  the 
exception  of  two  trips  to  Rome  to  meet  Corelli 
and  another  to  Vienna,  he  remained  in  Flor- 
ence all  his  life.  In  1700  he  was  elected  maestro 
di  cappella  at  the  church  of  S  Michelc,  and 
eight  years  later  assumed  the  directorship  of 
his  father's  music  school,  where  he  trained 
his  nephew,  Francesco  Maria  Veracini.  He 
composed  oratorios  for  various  religious  con- 
fraternities (though  only  the  librettos  survive). 

Francesco  Maria  (1690  1768)  was  one  of 
the  finest  violinists  of  his  day.  The  son  of  an 
undertaker  -  though  otherwise  from  a  family 
of  musicians  and  artists  -  he  studied  first  with 
his  uncle  and  then  with  G.M.  Casini  (organist 
at  Florence  Cathedral).  In  171 1  he  left  Flor- 
ence for  Venice,  where  he  appeared  as  a  guest 
soloist  at  the  Christmas  services  at  S  Marco 
and  at  a  Mass  in  honour  of  the  new  Holy 
Roman  ambassador  at  S  Maria  Gloriosa  dei 
Frari  a  few  months  later.  After  a  brief  visit  to 
Florence  in  171 2  for  the  performance  of  his 
oratorio  //  trionfo  della  innocenza  patrocinata 
da  S  Niccolb,  he  returned  to  Venice. 

In  1 7 14  Veracini  travelled  to  London, 
where  he  gave  benefit  concerts  and  performed 
his  own  concertos  between  acts  of  operas  at 
the  Queen's  Theatre.  The  following  year  he 
was  at  the  electoral  court  in  Dusseldorf  for 
performances  of  his  oratorio  Mose  al  mar 
rosso.  Hardly  had  he  resettled  in  Venice  before 
he  began  soliciting  a  post  in  Dresden,  by  dedi- 
cating a  set  of  solo  sonatas  ( 1 7 1 6)  to  the  Prince- 
Flector  Friedrich  August  I  of  Saxony.  Under 
pressure  from  his  son,  the  elector  hired  Ver- 
acini at  a  salary  equal  to  that  of  his  Kapellmeis- 
ter (J.B.  Volumier),  which  inevitably  caused 
dissension  among  the  other  court  musicians. 
He  remained  in  Dresden  until  1722  when,  in 
desperation,  he  jumped  from  a  third-storey 
window  -  an  action  precipitated  by  a  plot 
against  his  life  by  his  jealous  colleagues,  or 
so  he  later  alleged  in  his  treatise  -  and  was 
apparently  none  the  worse  for  it. 

After  a  stop  at  Prague  Veracini  travelled 
home  to  Florence,  where  for  a  while  he  was 
content  to  play  in  private  concerts,  while  com- 
posing oratorios,  a  Mass  and  in  1730  a  Te 
Deum  honouring  the  election  of  a  Florentine 
pope,  Clement  XII;  but  he  was  back  in 
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London  by  1733  where,  according  to  Burney, 
'there  was  no  concert  now  without  a  solo  on 
the  violin  by  Veracini'.  The  Opera  of  the 
Nobility  presented  his  Adriano  in  Stria  (text 
by  Corn  after  Metastasio)  in  1735,  followed 
by  La  Clemenza  dt  Tito  (1737;  text  by  Corri) 
and  Partenio  (1738;  text  by  Rolli). 

He  returned  to  Florence  in  1738,  his  uncle, 
wife  and  mother  having  died  in  the  interim, 
but  by  1 74 1  was  in  London  once  again.  He 
performed  concertos  between  the  acts  of  Han- 
del's revised  Ads  and  Galatea  and  at  several 
benefit  concerts.  In  his  last  opera,  Rosalinda 
(text  by  Rolli),  performed  in  1744,  Veracini 
resorted  to  the  inclusion  of  a  well-known 
ballad  tune.  The  Lass  of  Paties  Mill*,  and 
again  in  his  op.  2  Sonate  accademiche 
('Tweed's  Side').  Crossing  the  Channel  in 
1745,  he  was  shipwrecked,  escaping  with  his 
life  but  not  his  manuscripts. 

From  1750  until  his  death  he  lived  in  Flor- 
ence, where  from  1755  he  served  as  a  maestro 
di  cappellay  continuing  to  play  and  conduct 
until  his  last  years.  His  crotchety-toned  treat- 
ise, //  trionfo  delta  pralica  musicale  (op.  3),  was 
written  at  the  very  end  of  his  life. 
Vitali,  Filippo.  See  Italy  10  Itinerant 
Musicians. 

Vittort,  Loreto.  See  Italy  7  Papal  States: 
Rome. 

Wagenseil,  Georg  Christoph.  See  Central 
Europe  j  Austro-Hungary:  Vienna. 

Zipoli,  Domenico.  See  Iberian  peninsula 
and  colonies  3  New  World. 


7  Papal  States 

Bologna-Ferrara 

Albcrgati,  Pirro  (1663— 1735).  Bolognese 
nobleman,  patron  and  composer.  Though 
Albcrgati  never  became  a  member  of  the  Acca- 
demia  Filarmonica  he  was  a  prominent  figure 
in  Bologna.  He  held  public  offices  and  pre- 
sided at  civic  ceremonies.  Between  1686  and 
1732  he  contributed  oratorios  to  the  annual 
Lenten  music;  his  operas  and  serenatas  are 
all  lost.  These  and  other  works  cantatas, 
concertos  and  sonatas  -  could  be  heard  at  his 
palace.  He  was  a  friend  of  Corelli  and  the 
patron  of  G.M.  Bononcini  and  the  cellist  Giu- 
seppe Jacchini.  He  dedicated  his  op.  5  Pletro 
armomco  (ten  quartet  sonatas  for  two  violins, 
cello  obbligato  and  continuo)  to  Leopold  I. 


Alberti,  Giuseppe  Matteo  (1 685—1 751).  Bol- 
ognese violinist  at  S  Petronio  and  composer 
of  sonatas  and  concertos.  Alberti  was  a 
member  of  the  Accademia  Filarmonica  and 
served  as  its  principe  at  different  times  from 
1 72 1.  His  concertos,  particularly  popular  in 
England,  were  among  the  first  to  show  the 
influence  of  Vivaldi. 

Aldrovandini,  Giuseppe  Antonio  Vin- 
cenzo  (1672/3  1707).  Bolognese  composer  of 
both  comic  and  serious  opera  whose  dissolute 
ways  led  to  his  early  death  by  drowning  in  a 
canal.  His  talent  was  widely  acknowledged  by 
his  peers;  in  1695  he  became  a  member  of  the 
Accademia  Filarmonica  and  was  also  associ- 
ated with  the  Accademia  del  Santo  Spirito 
in  Ferrara.  The  success  of  his  comic  operas, 
dating  from  the  last  years  of  the  17th  century, 
was  compromised  by  the  disapproval  of  the 
Bolognese  church  authorities:  Glmganm 
amorosi  scoperti  in  villa  -  in  which  all  but  the 
leading  roles  were  sung  in  Bolognese  dialect  - 
was  at  first  suspended  because  of  certain 
doubles  entendres  in  the  libretto. 

Alcotti.  Ferrarese  sisters  and  composers. 
Raffaella  Aleotti  (/1570-after  1646)  and  her 
sister  Vittoria  (41573  after  1620)  were  the 
daughters  of  the  Duke  of  Ferrara's  architect, 
Giovanni  Battista  Aleotti.  They  were  taught 
to  play  the  organ  and  the  harpsichord  and  to 
compose.  Both  entered  the  Augustinian 
convent  of  S  Vito  where  they  continued  to 
pursue  music.  In  1593  Raffaella  assumed  the 
direction  of  the  'Concerto  grande',  an  ensem- 
ble of  about  two  do/en  singers  and  instru- 
mentalists which  during  her  tenure  was  much 
admired  by  musicians  such  as  Artusi  and 
Gesualdo;  Vittoria  served  as  her  assistant.  In 
1598  Pope  Clement  VIII  and  the  Queen  of 
Spain  attended  a  performance  given  by  the 
'Concerto  grande';  so  impressed  was  the  queen 
that  she  inv  ited  Raffaella  to  become  her  organ- 
ist, an  offer  Raffaella  nevertheless  declined. 
Raffaclla's  Sacrae  cantiones  ( 1 593)  were  among 
the  earliest  Italian  motets  in  the  concertante 
style.  Vittoria's  madrigals  appeared  in  the 
anthology  // giardino  de  musici  ferraresi  ( 1 59 1 ), 
and  in  the  same  year  their  father  published  a 
book  of  Vittoria's  four-part  madrigals  entitled 
Ghirlanda  de  madrtgali. 

Arresti,  Giulio  Cesare  (1625-^1704).  Organ- 
ist at  S  Petronio  (Bologna),  composer  and  one 
of  the  founders  of  the  Accademia  Filarmonica 
(1666).  In  1659  Arresti  mounted  a  bitter,  even 
vicious  campaign  against  his  superior,  Mau- 
rizio  Cazzati,  which  ended  in  Cazzati's  res- 
ignation and  Arresti's  accession  to  his  post 
as  maestro  di  cappella  in  1671.  He  began  by 
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anonymously  circulating  a  Dialogo  fatto  tra  un 
maestro  ed  un  discepolo  desideroso  d'approjittare 
nel  contrappuntu,  in  manuscript,  concerning 
errors  Arresti  noted  in  Cazzati's  Mess*  primi 
torn  (1655).  He  included  the  Kyrie,  annotated 
with  corrections,  in  his  own  op.  1  Messa  e 
Vespro  delta  beata  virgine  (1663),  and  a  year 
later  scored  Cazzati's  op.  33  psalms  (noting 
certain  infelicities  of  counterpoint)  in  his  own 
Gare  music ali.  To  these  attacks  Cazzati  replied 
with  dignity  and  eloquence.  Arresti's  son  Flo- 
riano  (ci  660-1 7 19)  followed  his  father  as  an 
organist  at  S  Petronio  and  was  a  member 
of  the  Accademia  Filarmonica;  he  composed 
oratorios  and  operas,  most  of  which  arc  lost. 
Artusi,  Giovanni  Maria  (^1540-1613).  Bol- 
ogncsc  composer  and  influential  theorist 
whose  well-publicized  polemics  around  the 
turn  of  the  century  were  critical  of  the  secunda 
prattica.  Artusi  was  a  16th-century  writer 
whose  importance  to  students  of  the  Baroque 
era  centres  on  his  dispute,  during  the  first 
decade  of  the  17th  century,  with  Claudio 
Monteverdi  and  his  brother  Giulio  Ccsarc 
concerning  the  propriety  of  certain  of  Mon- 
teverdi's madrigals. 

Artusi  had  been  a  pupil  of  Zarlino  in  Venice 
and  remained  devoted  to  his  writings  through- 
out his  life.  He  published  a  number  of  import- 
ant treatises  as  well  as  open  letters:  his  Seconda 
parte  delf  arte  del  contraponto  (1 589),  following 
three  years  after  the  post-Zarlinian  L'arte  del 
contraponto  rtdotta  in  tavole  (1586),  con- 
centrates on  the  use  of  dissonance  in  counter- 
point and  in  text  setting;  in  L'arte  del 
contraponto  (1598)  he  consolidated  his  views, 
having  taken  a  secondary  role  in  the  exchange 
between  Zarlino  and  another  of  his  pupils, 
Vincenzo  Galilei,  in  1588-90.  Shortly  there- 
after Artusi  became  embroiled  in  a  dispute 
with  Bottrigari  who,  in  //  Desiderio  (1594), 
criticized  Artusi's  views  on  the  tuning  of 
instrumental  ensembles  (concerti).  Two  of 
Artusi's  publications  relating  to  this  contro- 
versy, L  Artusi  (1600)  and  the  Seconda  parte 
dell  Artusi  (1603),  also  criticize  the  use  of  dis- 
sonance and  modes  in  the  madrigals  of  an 
unnamed  composer,  whom  everyone  knew  to 
be  Monteverdi. 

Much  has  been  written  about  the  ensuing 
debate,  because  out  of  it  sprang  the  for- 
mulation of  the  ideals  of  the  Florentine  inno- 
vators, expressed  by  Monteverdi  as  the  seconda 
prattica.  In  the  preface  to  his  fifth  book  of 
madrigals  (1605)  Monteverdi  defended  his 
harmonic  licence  as  being  a  written  reflection 
of  the  v  ocal  ornamentation  and  improv  isation 
currently  in  use,  as  well  as  of  accepted  instru- 
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mental  practices;  his  brother  continued  his 
defence  in  the  preface  ('Dichiaratione')  to  the 
Scherzi  musicali  (1607).  The  following  year 
Artusi  published  his  final  reply  in  Venice, 
under  a  pseudonym,  entitled  Discorso  secondo 
mustcale  di  Antonio  Braccino  da  Todi  per  la 
dichiaratione  delta  letter  a  post  a  ne  Scherzi 
musicali  del  sig.  Claudio  Monteverdi. 
Banchieri,  Adriano  [Tomaso]  (1568- 1634). 
Benedictine  monk,  seconda  prattica  composer 
and  prolific  writer  whose  commentary  on  early 
17th-century  music  practice  remains  an 
important  primary  source.  Banchieri  worked 
as  an  organist  and  composer  in  a  succession  of 
Italian  monasteries  before  finally  settling  in 
his  nativ  e  Bologna.  Most  of  his  music,  sacred 
and  secular,  was  published  in  Venice,  though 
he  seems  to  have  spent  only  a  year  there  in 
1605,  the  year  of  his  L'organo  suonarino  (op. 
13),  which  in  addition  to  organ  masses  con- 
tains instructions  and  examples  of  how  to 
accompany  liturgical  chant  and  to  realize 
figured  bass.  Even  in  his  sacred  works  the 
seconda  prattica  prevails:  his  psalms  are  in 
concertato  style,  his  Concerti  ecclesiastici 
contain  early  examples  of  a  separate  instru- 
mental bass  part,  and  his  Masses  offer  a  com- 
pendium of  early  17th-century  styles. 
Banchieri's  instrumental  canzoni  alia  francese 
from  the  turn  of  the  century  employ  continuo 
parts.  Of  his  many  commedia  delt arte  can- 
zonettas  and  madrigals,  only  those  published 
in  the  1620s  (including  revisions  of  earlier 
works)  incorporate  violins  and  continuo. 

Banchieri  wrote  on  many  non-musical  sub- 
jects, though  always  under  a  pseudonym 
(either  Camillo  Scaliggeri  dalla  Fratta  or  Atta- 
balippa  dal  Peru).  Of  his  many  works  on 
music,  the  Cartella  musicale  (16 14)  is  one  of 
the  most  important  theoretical  treatises;  in  it 
he  extended  hexachord  solmization  to  include 
the  v  ariable  sev  enth  step,  ha  (B  flat)  and  hi  (B 
natural),  discussed  the  metrical  implications 
of  bar-lines  and  the  use  of  the  tic  (legatura 
moderna),  and  included  a  brief  table  of  vocal 
ornaments. 

Bartolotti,  Angelo  Michele.  See  France  / 
Parts  and  Versailles. 

Bassani,  Giovanni  Battista  (^1657-1716). 
Alaestro  di  cappella,  violinist,  organist  and 
composer  of  trio  sonatas.  A  pupil  of  Legrenzi 
and  G.B.  Vitali,  Bassani  was  employed  by  the 
Accademia  della  Morte  in  Ferrara  from  1667, 
succeeding  Tosi  as  maestro  di  cappella  there  in 
1683/4,  ar,d  then  at  Ferrara  Cathedral  in  1686. 
In  the  meantime  he  had  served  as  maestro  di 
cappella  and  organist  of  the  Confraterniti  del 
Finale  at  Modena  and  had  been  a  member  of 
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the  Accademia  Filarmonica  at  Bologna  since 
1677. 

Although  known  for  his  mastery  of  instru- 
mental idioms,  he  composed  at  least  15  ora- 
torios and  nine  operas  (for  Bologna,  Venice, 
Ferrara  and  Verona),  as  well  as  concerted 
Masses  and  many  sacred  and  secular  cantatas. 
It  is  significant  that  the  secular  cantatas  arc 
restricted  to  voice  and  continuo,  whereas  the 
sacred  cantatas  employ  two  violins  in  an 
opening  sinfonia  and  concerted  arias.  Between 
1 7 10  and  171 2  he  composed  78  services  (in 
cycles)  for  use  at  Ferrara  Cathedral.  In  1712 
he  accepted  appointments  at  Bergamo,  as 
maestro  di  cappella  at  S  Maria  Maggiore  and 
teacher  at  the  music  school  known  as  the  Con- 
gregazione  di  Carita. 

Bernacchi,  Antonio  Maria.  See  Italy  10 
Itinerant  Musicians. 

Bernardi,  Bartolomeo.  See  Northern 
Europe  2  Scandinavia. 

Bononcini,  Giovanni.  See  Italy  5  Modena- 
Reggio. 

Brunei ti,  Domenico  (ci 580-1646).  Organist 
and  maestro  di  cappella  at  Bologna  Cathedral, 
one  of  the  first  composers  to  puhlish 
accompanied  monodies.  L' Euterpe  (1606)  con- 
tains monodic  madrigals  and  arias  as  well  as 
duets  and  trios  that  can  be  performed  either 
a  cappella  or  with  continuo;  in  the  vocal  solos, 
duos  and  trios  of  the  Concent  us  cum  gravt  et 
acuto  ad  organum  (1609)  the  instrumental  bass 
part  includes  a  written-out  part  for  the  right 
hand  which  is  sometimes  melodic  but  other- 
wise harmonically  conceived.  Brunetti 
founded  the  Accademia  dei  Filaschisi  in  1633. 

Calegari,  Francesco  Antonio.  See  Italy  4 
Venice. 

Cazzati,  Maurizio  (t  1620-77).  Priest,  organ- 
ist, composer  and  maestro  di  cappella  at  S 
Petronio,  who  suffered  vilification  by  his  sub- 
ordinates and  other  members  of  the  Bolognese 
musical  establishment.  Cazzati's  tenure  at 
Bologna  (1657—7 1 )  began  well  enough,  with 
the  institution  of  needed  administrative 
reforms  to  the  cappella  music  ale.  But  resent- 
ment surfaced  within  a  short  time  when 
unconventional  passages  in  his  op.  17  Messa 
primi  toni  (1655)  were  criticized  by  Lorenzo 
Petri  (later  maestro  di  cappella  at  Bologna 
Cathedral)  and  Giulio  Ccsare  Arresti  (Caz- 
zati's first  organist,  and  successor  at  S 
Petronio).  The  dissension  erupted  in  1659  and 
finally  eased  in  1667  when  Cazzati  reissued 
op.  17  with  the  errors  -  passages  he  once 
considered  pleasing  to  the  ear  -  corrected.  In 
the  meantime  his  op.  33  Salmi  da  capella 
(1663)  were  also  subjected  to  Arresti's  harsh 


scrutiny  in  Gare  musuali  (1664).  Cazzati,  who 
eloquently  defended  himself  throughout,  was 
nevertheless  censured  -  no  doubt  at  Arresti's 
instigation  -  by  the  newly  founded  Accademia 
Filarmonica;  in  response  Cazzati  organized  his 
own  academy  which,  significantly,  was  sub- 
sidized by  the  canons  of  S  Petronio. 

Cazzati  is  known  today  by  his  instrumental 
works  Venetian  canzonas,  collections  of 
dances  such  as  the  op.  15  Correnti  e  balletti 
alia  francese  e  all'ttagliana  (1654),  and  sonatas 
such  as  those  for  trumpet  and  strings  (op.  35, 
1665)  -  which  found  a  regular  place  in  the 
services  at  S  Petronio.  Because  of  the  general 
hostility  towards  him  prevailing  in  Bologna, 
he  eventually  found  it  necessary  to  set  up  his 
own  printing  press  to  produce  most  of  his 
editions  from  1666  onwards.  In  1670  he 
became  the  first  to  publish  solo  violin  sonatas 
there.  Cazzati  resigned  his  post  in  1671  for 
that  of  maestro  di  cappella  to  Duchess  Anna 
Isabella  Gonzaga  at  Mantua. 
Colonna,  Giovanni  Paolo  (1637-95).  Bol- 
ognese church  musician  -  organist,  maestro  di 
cappella,  and  composer  at  S  Petronio  and 
organ  builder,  the  son  of  a  respected  Brescian 
builder.  Colonna  went  to  Rome  to  study  with 
Abbatini,  Benevoli  and  Carissimi  before 
returning  to  Bologna  in  the  late  1650s;  his  own 
pupils  included  Giovanni  Bononcini.  He  was 
an  active  member  of  the  Accademia  Filar- 
monica, which  he  helped  to  found  in  1666.  In 
1685  he  contributed  to  a  dispute,  conducted 
by  correspondence  with  G.B.  Vitali  and 
others,  over  the  parallel  fifths  in  the  Allemande 
of  Corclli's  op.  2  no.  3,  which  served  further 
to  separate  the  Bolognese  and  Roman  schools. 
Owing  to  ill  health  Colonna  declined  in  1694 
the  coveted  post  of  maestro  di  cappella  at 
Bologna  Cathedral,  offered  to  him  by  Pope 
Innocent  XII  (to  whom  Colonna  had  recently 
dedicated  his  third  book  of  psalms). 

Colonna's  importance  as  a  composer  is 
based  on  his  oratorios  -  though  only  six 
survive  -  poised  as  they  are  between  those  of 
Carissimi  and  Handel.  While  he  composed 
several  collections  of  motets,  they  too  are  in 
the  Roman  style  of  Carissimi  and  Graziani; 
the  Messe  e  salmi  concert ati  (1691)  best  rep- 
resent his  mature  style.  Emperor  Leopold  I 
was  sufficiently  impressed  with  what  he  had 
heard  of  Colonna's  sacred  music  to  request 
copies  of  his  entire  output:  83  of  his  works, 
preserved  at  the  Nationalbibliothek  (Vienna), 
effectively  document  the  practices  at  S 
Petronio,  especially  the  instrumental  dis- 
position of  the  cappella,  which  incorporated 
trumpets. 
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Corbctta,  Francesco.  Sec  Italy  jo  Itinerant 
Musicians. 

Degli  Antoni.  Bolognese  musicians  and  com- 
posers, important  for  their  instrumental 
chamber  music.  Pictro  (1648- 1720)  was  an 
instrumentalist  active  in  the  Accademia  Filar- 
monica  (which  he  helped  to  charter  in  1666 
and  served  six  times  as  prtnetpe)  and  maestro 
di  cappella  of  three  Bolognese  churches,  for 
which  he  composed  a  variety  of  vocal  music 
(concerted  Masses,  motets,  oratorios  and 
chamber  cantatas).  But  it  is  his  role  in  the 
development  of  the  sonata  da  camera  and 
sonata  da  chiesa,  expressed  in  the  opp.  4  (1676) 
and  5  (1686)  for  violin  and  continue),  that  is 
of  special  interest:  in  these  works  he  relied 
upon  vocal  models  to  create  a  dramatic, 
declamatory  instrumental  style.  His  younger 
brother  Giovanni  Battista  (1660-after  1696), 
a  gifted  organist  in  his  day  and  also  a  member 
of  the  Accademia  Filarmonica,  is  now  remem- 
bered for  his  collection  of  12  Ricercate  (1687), 
the  earliest  known  printed  collection  for  solo 
cello. 

Fabri,  Annibale  Pio.  See  Italy  10  Itinerant 
Musicians. 

Farinelli.  See  Italy  10  Itinerant  Musicians. 

Ferrari,  Benedetto.  See  Italy  4  Venice. 

Franceschini,  Petronio  (< 1650-80).  Bol- 
ognese cellist  and  composer  of  operas  for  the 
Teatro  Formagliari.  Franceschini  was  one  of 
the  founding  members  of  the  Accademia 
Filarmonica  and  took  his  turn  as  principe  in 
1673;  he  served  as  a  cellist  at  Bologna 
Cathedral  (1675-80)  and  maestro  di  cappella 
at  the  Arciconfraternita  di  S  Maria  della 
Morte.  His  life  was  cut  short  soon  after  arriv- 
ing in  V  enice  to  compose  an  opera,  Dionisio, 
for  the  Teatro  SS  Giovanni  e  Paolo,  which 
might  have  inaugurated  a  new  phase  of  his 
career.  He  only  composed  one  act  of  it;  it  was 
completed  by  G.D.  Partenio  and  performed 
in  1 68 1.  Legrenzi  directed  his  funeral  music. 
In  addition  to  operas,  Franceschini  composed 
oratorios,  motets,  cantatas  and  sonatas  (one 
sonata  da  chiesa  requires  two  trumpets  and 
trombone  in  addition  to  strings  and  organ). 

Gabrielli,  Domenico  (1651-90).  Bolognese 
cello  virtuoso,  known  as  'Mingan  dal  viulun- 
zaaP,  and  composer.  Gabrielli  divided  his 
career  between  Bologna,  Venice  and  Modena. 
In  Bologna  he  was  a  member  of  the  Accademia 
Filarmonica  and,  from  1680  to  1687,  first 
cellist  at  S  Petronio.  His  canons,  solo  ricer- 
cares  and  sonatas  for  cello  -  among  the  earliest 
of  their  kind  -  reveal  an  idiomatic  conception 
and  flair  for  the  instrument.  He  studied  com- 
position with  Legrenzi  in  Venice  and  com- 
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posed  operas  for  the  theatres  there,  as  well  as 
for  those  in  Modena,  Turin  and  Bologna.  His 
cantatas,  oratorios  and  operas  were  mostly 
produced  in  Venice;  in  them  he  often  gave  the 
cello  and  trumpet  (as  well  as  other  instru- 
ments) concertante  roles  as,  for  example,  in 
Flavto  Cumberto  (1682)  and  San  Sigismondo 
(1687). 

GalH-Bibiena.  See  Central  Europe  j  Austro- 
Hungary:  Vienna. 

Gesualdo,  Carlo.  See  Italy  8  Naples. 

Giacobbi,  Girolamo  (1567  -1629).  Bolognese 
composer  who  was  one  of  the  first  outside 
Florence  to  write  in  the  monodic  style. 
Giacobbi  was  associated  throughout  his  life 
with  S  Petronio  (rising  from  choirboy  to 
maestro  di  cappella,  1604-28),  where  his  sacred 
music  -  motets  ( 1 60 1 )  in  the  style  of  Palestrina 
and  concerted  vesper  psalms  (1609)  in  the 
contemporary  Venetian  style  -  was  performed . 
Of  more  significance  were  his  intermedi  for 
pastoral  plays,  although  only  his  Dramatodia 
(1608),  in  which  the  influence  of  Monteverdi's 
L'Orfeo  is  evident,  remains.  Giacobbi  was  an 
active  member  of  the  Bolognese  Accademia 
de'  Floridi  (known  from  1625  as  the  Acca- 
demia dei  Filomusi),  which  met  in  his  home. 

Goretti,  Antonio  (ci  570-1649).  Ferrarese 
music  patron  and  composer  of  madrigals.  He 
amassed  a  large  music  library  and  collection 
of  instruments,  and  may  have  been  'L'Ottuso', 
who  defended  Monteverdi  and  the  principles 
of  the  seconda  prattica  in  the  controversy  with 
Artusi  around  1600.  In  161 8  and  1627—8  he 
collaborated  with  Monteverdi  on  festival 
music  for  the  Parma  court.  In  161 2  his  brother 
Alfonso  published  DelFeccellenze,  e  pre- 
rogative della  musica  in  Ferrara. 

Granata,  Giovanni  Battista  (d  after  1684). 
Guitarist  and  prolific  composer  for  his  instru- 
ment. Born  in  Turin,  Granata  was  an  innov- 
ative player,  a  pupil  of  Corbctta,  and  became 
the  finest  exponent  of  the  Bolognese  school. 
He  published  seven  collections  (1646-84)  in 
Bologna,  which  included  ensemble  music  for 
guitar  with  violins,  bass  viol  and  continuo  as 
well  as  solos.  His  enthusiasm  for  the  lute  and 
its  technique  is  evident  from  the  virtuoso 
idiom  of  his  music  (the  battute  textures  of  the 
early  collections  are  replaced  by  plucked,  lute 
textures  and  ensembles  of  guitar  and  continuo) 
and  from  the  inclusion  of  pieces  specifically 
for  the  chitarra  tiorbata  (1659).  In  the  preface 
to  his  fourth  collection  (1659)  he  accused  his 
teacher  of  plagiarism;  Corbctta  accused  him 
of  the  same  in  his  first  volume  of  La  guitarre 
royale,  published  in  Paris  in  1671. 

Grandi,  Alessandro.  See  Italy  4  Venice. 
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Hasse,  Johann  Adolf.  See  Nortmf.rn  el rope 
4  Saxony  and  Thurmgia:  Dresden. 

Jacchini,  Giuseppe  Maria  (n  663- 1727). 
Bologncse  cellist,  maestro  di  cappella  and  com- 
poser of  trumpet  and  string  sonatas  and  con- 
certos, lie  studied  with  Domenico  Gabrielli 
and  Perti,  before  becoming  a  member  of  the 
Accademia  Filarmonica  in  1688  and  a  member 
of  the  orchestra  at  S  Petronio  the  following 
year.  According  to  Padre  Martini,  Jacchini 
was  an  exceptionally  fine  cellist  and  known  as 
a  sensitive  accompanist  who  improvised  on 
the  bass.  Written-out  evidence  of  this  practice 
is  found  in  his  op.  4  concertos  (1701),  six  of 
which  contain  cello  obbligatos. 

Laurenti.  Bolognese  family  of  instru- 
mentalists, singers  and  composers.  Bar- 
tolomeo  Girolamo  Laurenti  (1644- 1726)  was 
the  leader  of  the  S  Petronio  orchestra  (he 
shared  his  desk  with  G.  Torelli)  and  an  early 
member  of  the  Accademia  Filarmonica;  he 
published  chamber  music.  I  lis  son  Girolamo 
Nicolo  (d  1 751)  took  his  place  in  the  orchestra 
when  he  retired  in  1706,  advancing  to  the 
directorship  in  1734.  He  took  work  outside 
Bologna  and  was  praised  by  Quantz  (1726)  for 
his  leadership  of  the  opera  orchestra  at  the 
Venetian  Teatro  S  Giovanni  Grisostomo. 
Another  son,  Pietro  Paolo  (ci  675-1 7 19), 
played  the  cello  and  viola  as  well  as  the  violin 
at  S  Petronio,  and  composed  at  least  six  operas 
and  1 1  oratorios,  as  well  as  cello  sonatas.  Both 
brothers  were  also  members  of  the  Accademia 
Filarmonica. 

Antonia  Maria  Novclli  Laurenti  ['La  Coral- 
li']  (Jl  1715-35)  was  a  singer  who  began  her 
career  at  the  Teatro  Formagliari  and  became 
well  known  throughout  northern  Italy.  In 
17 19  she  took  up  an  appointment  proffered  by 
F.M.  Vcracini  in  Dresden,  but  by  1721  was 
in  Venice,  appearing  in  operas  while  a  virtuosa 
di  camera  in  the  service  of  Friedrich  August  I 
of  Saxony. 

Legrenzi,  Giovanni.  See  Italy  4  Venice. 
Leopardi,  Venanzio.  See  Italy  10  Itinerant 
Musicians. 

Manelli,  Francesco.  See  Italy  4  Venice. 
Marazzoli,  Marco.  See  Italy  7  Papal  States: 
Rome. 

Martini,  Padre  Giovanni  Battista  ( 1706-84). 
Prolific  Bolognese  writer  on  music,  theorist, 
composer  and  teacher  of  such  composers  as 
J.C.  Bach,  Gretry,  Jommelli  and  Mozart. 
Martini  became  a  Franciscan  monk  in  the 
early  1720s  and  in  1725  took  up  the  post  of 
maestro  di  cappella  at  S  Francesco,  Bologna, 
where  he  remained  until  his  retirement. 
Though  he  suffered  from  chronic  ill  health. 


Padre  Martini  was  devoted  to  his  work  in 
Bologna,  amassing  a  huge  library  and  portrait 
collection  of  his  pupils  as  well  as  other  dis- 
tinguished musical  figures  (such  as  Farinelli, 
Gluck  and  Charles  Burney),  and  rarely  ven- 
tured away  (he  declined  a  post  at  the  Vatican); 
perhaps  to  compensate,  he  maintained  a  vig- 
orous correspondence  with  a  number  of 
musicians,  scholars  and  even  monarchs. 

In  1758  the  Accademia  Filarmonica  belat- 
edly waived  their  rule  excluding  monks  and 
received  him  into  their  midst;  in  1776  he  was 
made  a  member  of  the  Arcadi  di  Roma.  Nearly 
1500  of  his  works  (not  counting  nearly  1000 
canons),  mostly  in  manuscript,  survive:  among 
them  are  oratorios,  Masses,  secular  arias,  sin- 
fonias,  concertos,  96  keyboard  sonatas  (includ- 
ing the  Sonate  d'intavolatura  per  T organo  e'l 
cembalo,  1742),  as  well  as  a  number  of  treatises 
and  an  only  partly  completed  Storia  della 
musica  (1761);  his  greatest  theoretical  work 
was  Esemplare  ossia  Saggio  fondamentale 
(1774)- 

Melani,  Alessandro.  Sec  Italy  10  Itinerant 

Musicians. 

Nicolini.  See  Italy  10  Itinerant  Musicians. 

Pellegrini,  Domenico  (d  after  1662).  Bol- 
ogncse guitarist  and  composer  of  Armoniosi 
concert i  (1650),  containing  nine  suites  for 
guitar  (including  a  passacaglia  that  modulates 
through  22  keys)  and  useful  remarks  on  per- 
forming practice.  Pellegrini  also  composed 
cantatas. 

Perti,  Giacomo  Antonio  (1661-1756). 
Maestro  di  cappella  at  S  Petronio  for  60  years,  a 
composer  of  sacred  music,  opera  and  oratorio, 
and  a  noted  teacher  of  such  composers  as 
Giuseppe  Torelli  and  G.B.  Martini.  Although 
Perti  spent  time  in  Parma,  studying  counter- 
point with  Giuseppe  Corso,  and  in  Venice, 
where  a  number  of  his  operas  were  performed, 
Bologna  was  his  home  and  S  Petronio  the 
focus  of  his  ambition.  He  was  a  life-long 
member  of  the  Accademia  Filarmonica  and 
several  times  assumed  its  highest  office  (prin- 
ctpe).  He  may  have  entertained  hopes  of 
gaining  the  patronage  of  Leopold  I  by  dedi- 
cating to  him  his  first  publication  (Cantate 
rnorali  e  spirituali)  in  1688,  but  it  earned  him 
only  a  gold  chain  and  medallion  -  and  then 
only  by  the  intercession  of  his  pupil  Torelli. 
His  efforts  to  gain  the  post  of  vice-maestro  di 
cappella  at  S  Petronio  were  decisively  preju- 
diced by  his  having  sided  against  the  maestro 
di  cappella  G.P.  Colonna  in  a  dispute  over  the 
function  of  parallel  fifths  in  Corelli's  op.  2  no. 
3.  Nevertheless  Perti  succeeded  Colonna  in 
1696,  remaining  in  the  post  for  the  rest  of 
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his  life  (Padre  Martini  claimed  that  Perti  was 
invited  to  succeed  A.  Draghi  at  the  Habsburg 
court  in  1697  but  refused). 

His  sacred  music  runs  the  gamut  of  genres 
and  was  highly  regarded  in  its  day.  Fie  was 
equally  at  home  in  both  the  contrapuntal  a 
cappella  style  and  the  concerted  style  (in  which 
he  employed  strings,  trumpets  and  obbligato 
instruments).  Under  his  stewardship  the 
number  of  musicians  regularly  employed  at  S 
Petronio  grew  to  36  in  1723,  and  as  many  as 
1 53  were  employed  for  special  services  in  1 7 1 8 
and  1 7 19.  His  operas,  the  first  dating  from 
1679,  were  written  primarily  for  Bologna  and 
Venice,  although  several  were  staged  at  Pra- 
tolino  by  Ferdinando  III  de'  Medici  between 
1707  and  1710. 

Pistocchi  Francesco  Antonio  Mamiliano 
( 1 659-1 726).  Contralto  castrato,  who  worked 
in  Germany  and  Austria  as  well  as  Italy,  gifted 
teacher  (much  admired  by  P.F.  Tosi)  and 
composer.  Pistocchi  was  a  child  prodigy  - 
the  son  of  a  musician  at  S  Petronio  -  whose 
collection  of  Capncci  puenli  was  published 
when  he  was  only  eight.  At  the  age  of  1 1  he 
became  a  singer  at  S  Petronio,  but  was  soon 
in  such  demand  elsewhere  that  he  and  his 
father  were  dismissed  from  service  five  years 
later.  His  engagements  took  him  to  Parma 
(1686-95),  Ansbach  (where  he  was  the  Mar- 
grave of  Brandenburg's  Kapellmeister,  1696- 
9),  Berlin  (accompanied  by  his  friend  Giu- 
seppe Torclli,  1697)  and  Vienna  (again  with 
Torclli,  1699),  though  he  considered  Bologna 
to  be  his  home;  from  1687  he  was  a  member 
of  the  Accademia  Filarmonica  there.  During 
his  years  away  Pistocchi  corresponded  with 
G.A.  Perti  in  Bologna,  who  arranged  for  peri- 
patetic status  at  S  Petronio  to  be  conferred 
upon  Pistocchi  and  Torelli  when  they 
returned  in  1700.  He  was  made  a  virtuoso  di 
camera  e  di  cappella  by  Prince  Ferdinando  of 
Tuscany  in  1702  and  continued  to  sing  in 
operas  until  1705. 1  lis  pupils  included  Antonio 
Bernacchi,  Annibale  Pio  Fabri  and  G.B. 
Martini.  His  association  with  S  Petronio 
ceased  in  1708  and  he  took  holy  orders  the 
following  year. 

Rogeri,  Giovanni  Baptista.  See  Italy  4 
Venice. 

Sances,  Giovanni  Felice.  Sec  Central 
EUROPE  j  Austro- Hungary:  Vienna. 

Sandoni,  Pietro  Giuseppe  (1 685-1 748). 
Well-travelled  Bolognese  keyboard  player  and 
composer  of  operas,  oratorios  and  keyboard 
sonatas  -  the  first  of  their  kind  to  be  published 
in  England  (1726  8).  Sandoni  began  and 
ended  his  career  in  Bologna  where  he  was 
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a  member  (and  four  times  prtneipe)  of  the 
Accademia  Filarmonica.  He  toured  as  a  key- 
board improvisor,  playing  in  Vienna,  Munich 
and  London,  where  his  skill  was  inevitably 
compared  with  that  of  Handel.  The  two 
became  friendly  and  Sandoni  returned  to 
Venice  to  engage  Cuzzoni  on  I  landcPs  behalf 
for  the  Royal  Academy  of  Music;  later  he 
became  embroiled  in  conflicts  between  Handel 
and  Bononcini.  Sandoni  and  Cuzzoni  married 
and  returned  to  Venice  via  Vienna  in  1728,  but 
were  back  in  London  in  1734;  the  following 
season  Sandoni's  opera  Issiptle  (text  by  Meta- 
stasio)  was  performed.  They  criss-crossed 
Europe  again  to  spend  1737-8  in  Florence  and 
by  1740  were  in  Amsterdam. 

Senesino.  See  Italy  10  Itinerant  Musicians. 

Tononi.  Family  of  Bolognese  violin  makers. 
Both  Giovanni  (d  17 13)  and  Carlo  (d  1730) 
made  instruments  from  Amati  patterns.  After 
moving  to  Venice  Carlo  adopted  some  of  the 
prevailing  conventions;  he  is  known  for  his 
violas,  modelled  on  an  Amati  contralto  viol 
(1615). 

Torelli,  Giuseppe  (1658-1709).  Veronese  vir- 
tuoso string  player  and  prolific  composer  of 
sonatas  and  concertos.  Torelli's  first  con- 
nections were  with  Bologna,  where  during  the 
1 680s  he  studied  composition  with  G.A.  Perti, 
became  a  member  of  the  Accademia  Filar- 
monica and  S  Petronio  orchestra  and  was  a 
close  friend  of  Pistocchi.  He  played  the  violin, 
viola  and  tenor  viol.  He  composed  a  large 
quantity  of  orchestral  music  with  trumpets 
(to  take  advantage  of  the  talented  Giovanni 
Pellcgrino  Brandi)  and  published  collections 
of  duo  sonatas  for  violin  and  cello  (Concertino 
per  camera,  1688),  trio  sonatas  (1686)  and  sin- 
fonie  for  two  to  four  instruments  (1687,  1692), 
which  he  dedicated  to  noble  patrons. 

In  1696  the  S  Petronio  orchestra  was  dis- 
banded for  a  five-year  period,  during  which 
Torelli  toured  Germany  and  Austria  with 
Pistocchi.  They  took  up  posts  as  Kon- 
zertmeister  and  Kapellmeister  at  the  Ansbach 
court  of  the  Margrave  of  Brandenburg  in  1696 
and  the  following  year  were  briefly  in  Berlin, 
performing  for  the  Electress  Sophie  Charlotte, 
to  whom  Torelli  dedicated  a  collection  of  con- 
cert i  musicali  (1698).  From  Ansbach  they  trav- 
elled to  Vienna  in  1699,  and  while  there 
Torelli  composed  further  chamber  music  as 
well  as  an  oratorio  (Adam  aus  dem  irrdischen 
Paradiess  verstossen,  1700)  which  was  per- 
formed in  the  imperial  chapel.  Torelli  and 
Pistocchi  returned  to  Bologna  in  1700  and 
resumed  their  places  under  Perti  at  S  Petronio. 

Torelli's  most  important  contribution  was 
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to  the  development  of  the  concerto.  The 
unique  character  of  the  S  Pctronio  orchestra 
gave  rise  to  juxtapositions  of  solo  trumpets  and 
oboes  with  ritornello  strings,  which  Torclli 
varied  by  giving  solo  violins  prominence  in 
the  slow  movements.  Passages  for  a  single 
violin  also  occur  in  the  1698  collection.  A 
further  collection  of  concent  grossi  (op.  8)  was 
published  posthumously  in  1709. 
Tosi,  Pier  Francesco.  Sec  ITALY  10  Itinerant 
Musicians. 

Tricarico,  Giuseppe.  Sec  Italy  7  Papal 
States:  Rome. 

Ursino,  Gennaro.  See  Italy  8  Naples. 

Vitali.  Bolognese  father  and  son,  who  were 
string  players  and  influential  composers  of 
sonatas.  Giovanni  Battista  Vitali  (1632-92) 
worked  in  his  native  Bologna,  where  he  had 
studied  with  Cazzati  at  S  Pctronio,  and  later 
in  Modena  at  the  Este  court.  While  in  Bologna 
he  sang  and  played  the  violonctno  (which  he 
also  referred  to  as  a  'violone  da  brazzo')  at  S 
Petronio  from  1658;  he  took  up  membership 
in  the  Accademia  Filarmonica  in  1666  and 
composed  at  least  two  oratorios  for  the  SS 
Accademici  Unanimi  (1672).  He  was 
appointed  maestro  dt  cappella  at  S  Rosario  in 
1673.  The  following  year  he  left  Bologna  for 
Modena  where  he  was  first  made  a  vice- 
maestro  di  cappella  to  Duke  Francesco  II  and 
then  maestro  di  cappella  in  1684,  though  he 
stepped  down  two  years  later.  As  a  member 
of  the  Accademia  dci  Dissonanti  in  Modena 
he  contributed  several  cantatas  to  their 
gatherings. 

Vitali  is  best  known  as  a  composer  of  sonate 
da  chiesa  and  da  camera.  Opp.  1  (1666),  3 
(1679)  and  4  (1668)  are  sonate  da  camera  made 
up  of  Italian  dances,  some  of  which  adhere  to 
the  regular  patterns  intended  for  dancing 
while  others  are  more  irregular  and  contra- 
puntal; within  individual  sonatas  Vitali  exper- 
imented with  variation  as  a  unifying  principle. 
Opp.  2  ( 1 667)  and  5  ( 1 669)  are  sonate  da  chiesa; 
within  each  sonata  there  is  a  fast  fugal  move- 
ment in  a  duple  metre  followed  by  a  slow 
homophonic  movement  and  a  fast  dance 
movement  in  a  triple  metre.  Vitali 's  later 
instrumental  collections  -  opp.  8  (1683),  n 
(1684),  12  (1685)  and  14  (1692)  contain 
stylized  French  dances;  he  was  the  first  to 
include  bourrees  and  minuets  in  sonate  da 
camera.  Perhaps  his  most  remarkable  con- 
tribution was  his  1689  Arttfuii  musicalt  which 
anticipated  J.S.  Bach's  Musical  Offering  by 
nearly  60  years:  it  contains  60  instrumental 
works  which  systematically  document  the  art 
of  counterpoint  (in  canons  as  well  as  in  rep- 


resentative contemporary  forms)  arranged 
according  to  difficulty. 

His  eldest  son  fomaso  Antonio  (1663- 
1745)  accompanied  him  to  Modena  and 
eventually  became  leader  of  the  court  orches- 
tra. In  1692  he  published  a  posthumous  col- 
lection of  his  father's  trio  sonatas  and  the 
following  year  embarked  upon  the  publication 
of  his  own  (three  collections  appeared  between 
1693  and  1695);  in  his  op.  4  Concerto  di  sonate 
for  violin,  cello  and  continuo  (1701),  which 
follows  close  on  the  heels  of  Corelli's  op.  5, 
he  mixed  chiesa  and  camera  movements.  The 
famous  chaconne  popularly  attributed  to  him 
is  now  known  not  to  be  his. 

Rome 

Abbatini,  Antonio  Maria  (1609/10-1677). 
Composer  and  scholar  from  Citta  di  Castello, 
the  teacher  of  G.P.  Colonna,  Domcnico  dal 
Pane  and  probably  J. P.  Krieger  and  Cesti. 
Abbatini  studied  in  Rome  and  held  a  suc- 
cession of  short  appointments  as  maestro  di 
cappella  at  the  Scminario  Romano,  S  Giovanni 
in  Laterano,  the  Gesu,  S  Maria  Maggiore  and 
S  Luigi  dei  Franccsi.  During  the  1640s  he  was 
involved  in  the  preparation  of  a  new  edition 
of  Gregorian  hymns  and  helped  Athanasius 
Kircher  to  assemble  the  monumental  treatise 
Musurgia  universalis,  which  appeared  in  1650. 

Abbatini  published  at  least  six  books  of 
sacred  canzonas,  as  well  as  a  16-voicc  Mass 
and  numerous  motets;  he  also  composed  can- 
tatas and  operas.  He  contributed  secco  recit- 
ative and  the  ensemble  finales  among  the 
earliest  of  their  kind  -  to  Acts  I  and  III  of 
Marco  Marazzoli's  comic  opera  Dal  male  il 
bene,  which  was  performed  at  the  Palazzo  Bar- 
berini  in  1653.  Thanks  to  Cesti's  influence 
at  the  Habsburg  court,  Abbatini's  lone  was 
performed  at  the  Vienna  Hofthcatcr  in  1664; 
Im  comica  del  cielo  was  performed  at  the 
Palazzo  Rospigliosi  in  Rome  four  years  later. 

Agazzan.  Agostino.  See  Italy  6  Tuscany. 

Agostini,  Paolo  (61583-1629).  Organist  and 
composer  of  Roman  polychoral  music  who 
in  1626  succeeded  Vincenzo  L  golini  at  the 
Cappella  Giulia  in  the  Vatican.  Agostini  is 
remembered  as  a  brilliant  contrapuntist  who 
could  weave  several  canons  into  a  single  Mass 
movement  and  manipulate  up  to  eight  choirs 
within  a  musical  texture. 

Allegri,  Grcgorio  (1582  1652).  Roman  singer 
and  composer  whose  Miserere  is  performed 
annually  during  I  Ioly  Week  by  the  papal  choir. 
Allegri  was  himself  a  papal  singer  under 
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Urban  VIII  and  many  of  his  works  -  a  cappella 
motets,  six-  and  eight-part  Masses,  Lam- 
entations and  a  Te  Deum  -  were  composed 
for  the  papal  choir,  though  he  did  compose 
concert ini  (1618,  1619)  for  two  to  five  voices 
with  continuo  for  the  choirs  of  other  churches. 
However  he  is  remembered  entirely  by  his 
Miserere,  a  work  in  which  five-part  falso- 
bordone  chant  alternates  with  ornamented 
passages  in  four  parts.  Although  the  orna- 
mented sections  were  kept  secret  for  many 
years,  Mozart  copied  the  Miserere  out  from 
memory,  and,  through  the  offices  of  Charles 
Burney,  it  was  published  by  Novello  in 
London. 

Amadei,  Filippo  {ft  1690- 1730).  Roman 
cellist  and  composer.  Amadei  was  associated 
with  Cardinal  Ottoboni  -  for  whom  he  com- 
posed operas  {Teodosio  tl  giovane  was  per- 
formed at  the  cardinal's  palace  in  171 1,  with 
sets  by  Juvarra),  oratorios  [L'Abele,  1708)  and 
cantatas  -  and  with  the  cellists  of  the  Societa 
del  Centesimo  attached  to  the  Congregazione 
di  S  Cecilia.  As  'Sigr  Pippo'  he  spent  about 
five  years  in  London  playing  in  the  Royal 
Academy  of  Music  orchestra  from  17 19;  while 
in  London  he  was  also  a  recitalist  with  the 
violinist  Giovanni  Carbonelli  and  composed 
for  the  theatre  (in  1721  he  contributed  the 
first  act  of  Muzio  Scevola  to  which  Giovanni 
Bononcini  and  Handel  also  contributed  acts). 

Anerio,  Giovanni  Francesco  (ci 567-1630). 
Roman  priest,  maestro  di  cappella  and  com- 
poser whose  Teatro  armonico  spirit uale  (1619) 
contributed  significantly  to  the  rise  of  the  v  er- 
nacular oratorio.  In  contrast  to  his  elder 
brother  Felice  {c  1560-16 14),  who  succeeded 
Palestrina  as  composer  to  the  papal  choir 
( 1 594)  and  with  Soriano  reformed  the  Roman 
Gradual  (161 1),  Anerio  composed  in  both 
prima  and  seconda  prattica.  He  published  a 
collection  of  spiritual  madrigals  for  one  to  four 
voices  (Selva  armonico,  161 7)  and  another  (for 
the  Oratorio  di  S  Filippo  Neri)  including  short 
oratorios,  Teatro  armonico  spirituale  (161 9),  in 
which  he  incorporated  instrumental  obbli- 
gatos  the  first  known  instance  of  their  use 
by  a  Roman  composer. 

Archilei,  Vittoria.  Sec  Italy  6  Tuscany. 

Astorga,  Emanuele  d\  See  Italy  9  Sicily. 

Badia,  Carlo  Agostino.  See  Central  Europe 
j  Austro-Hungary:  Vienna. 

Baroni,  Leonora.  See  Italy  10  Itinerant 
Musicians. 

Benevoli,  Orazio  ( 1 605-72).  Roman  composer 
to  whom  the  53-part  Missa  salisburgensis  has 
been  wrongly  attributed.  Benevoli  began  his 
career  as  a  choirboy  at  S  Luigi  dei  Francesi 
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under  Vincenzo  Ugolini  and  Lorenzo  Ratti. 
By  1624  he  himself  was  made  maestro  di  cap- 
pella at  one  of  the  Vatican  churches,  where  he 
served  until  1630,  thereafter  taking  up  other 
appointments  in  Rome.  In  1644  he  went  to 
Vienna  to  become  Kapellmeister  to  Archduke 
Leopold  Wilhelm,  but  returned  to  Rome  in 
1 646  to  assume  the  duties  of  maestro  di  cappella 
at  S  Maria  Maggiorc;  later  that  year  he  suc- 
ceeded Virgilio  Mazzocchi  at  the  Cappella 
Giulia,  where  he  remained  for  the  rest  of  his 
life.  Little  of  his  music  was  published  until 
recently;  all  of  it  is  sacred,  in  both  post- 
Palestrina  and  monodic  styles.  See  also 
Central  Europe  2  Salzburg  Biber,  I  le  in  rich 
Ignaz  Franz  von;  Hofer,  Andreas. 
Berardi,  Angelo  (ci 636-1 694).  Prolific  Italian 
church  composer  and  maestro  di  cappella,  as 
well  as  an  important  writer  on  17th-century 
counterpoint.  Berardi  held  posts  as  organist 
and  maestro  di  cappella  at  various  places  before 
finally  taking  up  a  post  at  S  Maria,  Trastevere, 
Rome.  I  lis  earliest  surviving  treatise,  Ragion- 
amenti  musicali  (1681),  elaborates  on  his 
teacher  Marco  Scacchi's  tripartite  division  of 
musical  styles  according  to  function  -  church, 
chamber  and  theatre.  Together,  his  Documenti 
armonici  (1687)   and   Miscellanea  musicali 

(1689)  present  a  comprehensive  study  of 
counterpoint  and  dissonance;  the  Documenti 
includes  a  canon  for  32  sopranos.  His  last  two 
treatises  are  retrospective:  the  Arcani  musicali 

(1690)  offers  instruction  in  composing  a  cap- 
pella Masses  and  polychoral  music,  and  // 
perch'e  musicale  (1693)  reviews  the  seconda 
prattica. 

Bergerotti,  Anna.  See  France  /  Paris  and 
Versailles. 

Bernabei.  See  Central  Europe   /  South 

Germany:  Munich. 
Bernardi,  Stefano.  See  Italy  10  Itinerant 

Musicians. 

Bononcini.  See  Italy  5  Modena-Reggio. 

Bonporti,  Francesco  Antonio  (1672-1749). 
Ambitious  priest,  who  tried  in  vain  to  advance 
in  the  church,  and  composer  of  instrumental 
music  and  concerted  solo  motets  (1701).  Bon- 
porti was  educated  in  Trent,  Innsbruck  and 
Rome  where,  in  addition  to  his  theological 
studies  at  the  Collegio  Gcrmanico,  he  was  a 
pupil  of  Corelli.  From  the  relative  obscurity 
of  a  post  at  Trent  Cathedral  (1697),  he  sought 
no  less  a  post  than  that  of  chaplain  to  the  Holy 
Roman  Emperor;  for  his  efforts  he  gained  only 
an  honorific  post  as  'aulic  familiar1  to  Charles 
VI.  By  1740  he  had  only  got  as  far  as  Padua, 
from  where  he  unsuccessfully  petitioned  the 
Empress  Maria  Theresa  in  1746.  Bonporti  is 
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known  today  as  the  composer  often  tnvenzioni 
da  camera  (171 2)  for  violin  and  continuo,  once 
attributed  to  J.S.  Bach  but  now  known  to  have 
been  merely  copied  by  him. 

Bontempi,  Giovanni  Andrea.  See  North- 
ern europf.  4  Saxony  and  Thuringia:  Dresden. 

Bordoni,  Faustina.  Sec  Italy  10  Itinerant 
Musicians. 

Buti,  Francesco.  See  France  /  Paris  and  Ver- 
sailles. 

Caffarclli.  See  Italy  to  Itinerant  Musicians. 

Caproli  fCaprioli  del  Violino),  Carlo 
(l6l 5/20-1692/5).  Roman  violinist  and  organ- 
ist, one  of  the  leading  Italian  cantata  com- 
posers of  the  mid  17th  century.  Caproli  was 
well  connected,  having  been  an  organist  under 
Carissimi  at  the  Collegio  Germanico  (1643-5) 
and  a  violinist  under  Luigi  Rossi  at  S  Luigi 
dei  Francesi  (1649-61).  From  1653  he  was 
also  in  the  service  of  Prince  Ludovisio  Pam- 
phili,  who  was  not  particularly  pleased  when 
in  1654  Caproli  departed  for  Paris  (with  the 
encouragement  of  his  librettist  Francesco  Buti 
and  Cardinal  Barberini),  where  he  had  been 
invited  by  Cardinal  Mazarin  to  produce  a 
comic  opera.  Le  nozze  di  Peleo  e  di  Teti  (lost, 
except  for  the  text)  was  performed  nine  times 
at  the  Petit  Bourbon;  the  young  Louis  XIV 
danced  in  the  accompanying  ballet  entrees 
composed  by  Lully.  In  recognition  of  his 
success,  Caproli  was  made  maitre  de  la  musique 
du  cabinet  du  Roy.  He  returned  in  1659  to 
Rome  where  he  took  up  a  post  at  the  Con- 
grcgazione  di  S  Cecilia.  He  was  a  prolific  com- 
poser of  solo  and  ensemble  cantatas,  many  of 
which  employ  instruments,  and  he  produced 
at  least  five  oratorios,  of  which  only  David' 
prevaricante  e  poi  pentito  (1683)  survives. 

Carestini,  Giovanni.  See  Italy  10  Itinerant 
Musicians. 

Carissimi,  Giacomo  (1605  74).  The  most 
important  Italian  composer  of  oratorios  and 
cantatas  of  his  day,  and  an  influential  teacher; 
his  music,  largely  disseminated  in  manuscript 
copies,  continued  to  be  performed  until  the 
19th  century.  Only  the  barest  facts  are  known 
of  his  life.  He  sang  in  the  choir  and  later  served 
as  organist  at  Tivoli  Cathedral  during  the  mid 
1 620s,  then  moved  to  Assisi.  From  1629  until 
his  death  he  was  maestro  di  cappella  at  the 
Jesuit  Collegio  Germanico  and  at  S  Apollinare 
in  Rome.  He  was  offered  posts  at  S  Marco, 
Venice,  and  at  the  Habsburg  court,  V  ienna, 
but  declined  them.  He  is  thought  to  have 
provided  music  for  the  Roman  academies  and, 
during  the  1650s,  is  known  to  have  organized 
Lenten  performances  at  the  Oratorio  del  Ss 
Crocifisso.  In  1656  the  exiled  Swedish  Queen 


Christina  appointed  him  her  maestro  di  cap- 
pella del  concerto  di  camera;  many  of  his  secular 
cantatas  were  composed  for  her.  A  number  of 
important  composers  are  thought  to  have  been 
his  pupils,  among  them  G.P.  Colonna,  K. 
Forstcr,  J.K.  Kerll,  Christoph  Bernhard  and 
M.-A.  Charptntier. 

Most  of  Carissimi's  works  cannot  be  pre- 
cisely dated  because  they  survive  in  manu- 
script copies  rather  than  autographs  or 
editions.  Although  Pope  Clement  X  attempted 
to  protect  the  autographs  by  establishing  an 
archive  at  S  Apollinare,  they  disappeared  in 
1773,  after  the  dissolution  of  the  Jesuit  order. 
The  Missa  a  quinque  et  a  novem  ( 1 665-6)  was 
exceptional  in  that  it  was  published  in 
Cologne,  not  Rome;  some  of  the  motets  were 
also  printed  in  Cologne,  Konstanz  and  Rome 
during  Carissimi's  lifetime. 

In  three-quarters  of  the  150  surv  iving  can- 
tatas, which  fall  crucially  between  those  of 
Luigi  Rossi  and  those  of  Alessandro  Scarlatti 
and  Stradella,  Carissimi  experimented  with  a 
wide  variety  of  aria  forms  for  soprano  and 
continuo.  While  ever  attentive  to  the  rhythm 
and  message  of  his  texts,  Carissimi  rev  elled  in 
the  additional  freedom  to  underscore  their 
sensuousness.  l  ittoria,  mw  core  is  an  import- 
ant early  example  of  bel  canto  style;  the  duo 
cantata  /  filosoft  stands  out  for  its  spirited 
dialogue. 

Because  of  the  chamber  music  proportions 
and  professionalism  of  the  Collegio  Ger- 
manico cappella,  Carissimi  composed  motets 
and  oratorios  in  the  concertato  idiom,  reiving 
in  particular  on  solo  voices  (the  oratorios 
additionally  employ  a  histortcus  or  narrator). 
Choruses  in  the  oratorios  sharply  contrast  with 
the  solo  voices  and  contribute  moments  of 
high  drama,  as  in  Jonas  and  Judicium  extre- 
mum.  Conveying  the  rhetoric  of  a  text  was 
of  paramount  importance  to  Carissimi,  and 
accordingly  the  distinction  between  recitative 
and  aria  is  often  blurred;  Matthcson  later 
wrote  (1740)  that  Carissimi  was  known 
throughout  Italy  as  'the  musical  orator'  during 
his  lifetime.  To  underscore  the  emotional 
content  of  texts  such  as  those  of  Jephte  and 
Judicium  Salomonis  he  repeated  key  phrases 
and  used  changes  of  mode,  dissonant  har- 
monies and  leaps,  as  well  as  conventional  orna- 
mentation; these  devices  were  later  codified 
by  his  German  pupil  Christoph  Bernhard. 
Athanasius  Kircher,  his  contemporary  in 
Rome,  noted  in  1650  that  Carissimi  'surpasses 
all  others  in  moving  the  minds  of  the  listeners 
to  whatever  affection  he  wishes'. 
Castrucci.  See  British  isles  /  London. 
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Cavalier  i,  Emilio  de\  See  Italy  6  Tuscany. 
Cesti,   Antonio.   See   Italy   jo  Itinerant 
Musicians. 

Christina  (1626-89).  Queen  of  Sweden 
(1644-54),  wno  abdicated  her  throne  and  quit 
her  country  in  order  to  embrace  Catholicism; 
the  far-reaching  sacrifices  she  made  for  her 
faith  provided  the  Catholic  church  with 
unprecedented  Counter-Reformation  propa- 
ganda. She  was  a  highly  intelligent,  cultivated 
woman,  if  slightly  outree  in  demeanour  (for 
example,  she  wore  men's  clothing).  She  had 
been  groomed  for  power  and,  having  forsaken 
her  own  throne,  settled  for  the  ear  of  the  pope: 
she  intervened  in  the  Franco-Spanish  War 
during  the  1650s,  and  plotted  unsuccessfully 
(and  disastrously  for  the  equerry  who  exposed 
her)  with  the  French  first  minister,  Cardinal 
Mazarin,  to  become  Queen  of  Naples  (1656- 
7).  She  spent  most  of  the  rest  of  her  life 
in  Rome,  presiding  over  first  one,  then  two 
academics,  in  which  music  played  an  import- 
ant part,  and  providing  important  patronage 
for  Rome's  finest  musicians. 

Christina's  father,  Gustavus  II  Adolphus, 
was  killed  in  battle  in  1632.  During  her  min- 
ority the  regent  (Axel  Oxenstierna)  made  an 
alliance  with  France  (1635)  which  led  to  the 
frenchifying  of  the  Swedish  court.  Attracted 
by  French  music  and  dancing,  the  young  Chri- 
stina hired  a  dancing-master  (Antoine  de 
Beaulieu)  in  1637,  then  six  French  violinists 
(led  by  Pierre  Vcrdier)  a  decade  later.  At  first 
they  were  kept  separate  from  the  German 
musicians  under  Kapellmeister  Andreas 
Diibcn,  but  were  later  amalgamated  after  the 
further  acquisition  of  an  Italian  troupe  under 
Alessandro  Cecconi  in  1652.  She  also  took  an 
interest  in  English  music,  thanks  to  the 
English  ambassador  Sir  Bulstrode  White- 
locke,  who  organized  concerts  of  viol  music. 

I  ler  interest  in  the  culture  of  other  Euro- 
pean countries  was  not  confined  to  music.  She 
had  a  flair  for  languages  and  was  an  avid 
collector  of  art.  She  admired  the  French  diplo- 
mat Pierre  Chanut  and  even  more  the  phil- 
osopher Rene  Descartes  -  who  spent  his  last 
months  in  Stockholm,  taking  part  in  an 
ongoing  dialogue  with  her  on  philosophy  and 
mathematics  and  collaborating  on  a  ballet  (La 
naissance  de  la  patx)  to  celebrate  her  birthday 
in  December  1649.  After  Descartes'  death 
early  in  1650,  the  philosopher  Marcus 
Meibom  was  appointed  a  royal  librarian  - 
after  dedicating  his  Antiquae  mustcae  auctores 
septem  (1652)  to  the  queen. 

Aware  that  she  must  pave  the  way  for  her 
abdication,  she  channelled  a  deep  affection  for 
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her  cousin  into  a  battle  with  the  nobility  over 
his  right  to  succeed  her  and,  after  involving 
the  non-noble  Estates  (the  burghers,  clergy 
and  peasants)  in  the  Diet  of  1650,  she  was  able 
to  ensure  that  he  became  King  Charles  X 
Gustavus.  When  she  did  abdicate,  on  6  June 
1654,  she  moved  swiftly  (having  smuggled  her 
art  collection  out  in  advance),  faking  in  her 
entourage  Cecconi  and  other  musicians.  Her 
first  stop  was  the  South  Netherlands  (Antwerp 
and  Brussels),  where  on  Christmas  Eve  she 
formally  became  a  Catholic.  From  there  she 
went  to  Innsbruck,  where  she  was  greeted 
with  great  pomp  by  Archduke  Ferdinand  who 
then  celebrated  her  conversion  with  a  week 
of  festivities  that  included  a  performance  of 
Cesti's  L'Argia  (text  by  Apolloni). 

She  chose  to  enter  Rome  incognito  and 
established  herself  at  the  Palazzo  Farnese.  On 
Christmas  Day  1655  she  took  communion 
from  Pope  Alexander  V  II  and  a  month  later 
(24  January)  founded  an  academy  of  promi- 
nent artists  and  intellectuals,  devoted  to  the 
re-establishment  of  classical  ideals.  Many 
musicians  were  associated  with  the  academy 
( known  as  the  Accademia  dell' Arcadia  after 
her  death),  including  Marco  Marazzoli,  Marc' 
Antonio  Pasqualini,  Giuseppe  Melani,  Ales- 
sandro Scarlatti  and  Corelli  (who  dedicated 
his  op.  1  to  her  in  168 1).  During  her  first  year 
in  Rome,  performances  of  Marazzoli's  La  vita 
humana  (at  the  Palazzo  Barberini),  A.F.  Ten- 
aglia's  //  giudizio  di  Paride  (at  the  Palazzo 
Pamphili)  and  Carissimi's  Historta  di  Abraham 
et  Isaac  (at  the  CoIIegio  Germanico)  were 
given  in  her  honour  -  evidence  of  her  accept- 
ance in  Roman  aristocratic  circles. 

From  1659  she  lived  at  the  Palazzo  Riario, 
where  in  1671  she  had  the  theatre  rebuilt:  as 
the  Teatro  Tordinona  it  became  the  first 
public  opera  house  in  Rome.  In  1680  she 
founded  a  second  academy,  at  which  music  (a 
sinfonia  and  a  vocal  work)  was  always  per- 
formed. Christina  spent  several  years  abroad, 
in  Paris  (1656-8),  Stockholm  (1660-2)  and 
Hamburg  (1666-8). 
Cifra,  Antonio  (1 584-1 629).  Prolific  com- 
poser of  the  Roman  school.  Cifra,  a  pupil  of 
G.B.  Nanino,  held  posts  in  Rome  (1605-9) 
at  the  Seminario  Romano  and  the  Collegio 
Germanico,  during  which  time  he  published 
the  first  two  (of  six)  books  of  conventional  five- 
part  madrigals,  before  taking  up  a  permanent 
post  as  maestro  di  cappella  at  the  Santa  Casa, 
Loreto.  He  returned  to  Rome  in  1622  to  serve 
at  S  Giovanni  in  Laterano,  until  1626.  An 
initial  volume  of  vesper  psalms  (1601)  was 
followed  by  eight  books  of  concertato  motets 
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for  two  to  four  voices  and  continuo  (1609- 
15)  -  many  of  which  appeared  in  con- 
temporary German  anthologies  -  and  five  of 
Masses  in  the  post-Palestrina  style,  as  well  as 
further  collections  of  polychoral  psalms  and 
motets.  His  most  adventurous  music,  solo 
monodies,  may  be  found  in  the  two  volumes 
of  Scherzi  sacri  (1616,  161 8);  their  secular 
counterparts  (161 3,  1614,  161 5,  161 7)  are 
characterized  by  their  reliance  upon  the 
Romanesca  or  other  bass  tunes  as  a  formal 
device. 

Colista,  Lelio  (1629-80).  Roman  lutenist, 
guitarist  and  composer  of  trio  sonatas.  Colista 
remained  all  his  life  in  Rome,  travelling  abroad 
only  once  to  Paris  in  the  huge  entourage  of 
Cardinal  Chigi  in  1664.  During  the  1660s  he 
was  maestro  di  cappella  at  S  Marcello  and 
much  in  demand  as  a  performer.  He  is  known 
to  have  composed  at  least  two  oratorios  ( 1661 , 
1667)  in  addition  to  cantatas  and  sonatas  for 
the  meetings  of  the  Roman  academies  (he 
became  a  member  of  the  Arciconfraternita 
delle  Sacre  Stimmate  at  S  Francesco  in  1675). 
His  grandson  Mattei  (c  1705- 1772)  was  organ- 
ist at  S  Giovanni  in  Laterano  when  Burney 
visited  Rome  in  1770.  By  their  imitative 
counterpoint,  the  chains  of  suspensions  and 
'walking  basses',  Colista's  trio  sonatas  antici- 
pate the  achievements  of  Corelli  and,  although 
forgotten  in  Italy  in  the  wake  of  the  younger 
man's  polished  chamber  music,  they  were  per- 
formed elsewhere  in  Europe  well  into  the  18th 
century.  PurcelPs  trio  sonatas  are  also  said  to 
have  been  influenced  by  them. 

Colonna,  Giovanni  Paolo.  See  Italy  7  Papal 
States:  Bologna-Ferrara. 

Corelli,  Arcangelo  (1 653-1713).  Important 
Italian  composer  of  sonatas  and  concertos,  the 
most  influential  violinist  of  the  Baroque  era. 
Corelli  came  from  a  well-to-do  provincial 
family  and  enjoyed  the  comfortable  patronage 
in  Rome  of  a  succession  of  distinguished  royal 
and  clerical  music  lovers,  as  evidenced  by  the 
dedications  to  his  six  published  collections  of 
instrumental  music.  Little  is  known  of  his  early 
history  save  that  he  was  admitted  to  the  Bol- 
ognese  Accademia  Filarmonica  in  1670.  By 
1675  he  had  made  his  way  to  Rome  where,  as 
second  violin  to  Carlo  Mannelli,  he  initially 
found  work  in  churches  and  theatres. 

Corelli's  first  real  patron  was  the  Swedish 
Queen  Christina,  also  resident  in  Rome;  the 
trio  sonate  da  chtesa  he  composed  for  her  first 
academy  appeared  in  1681  as  op.  1.  It  was  not 
long  before  he  gained  the  attention  of  Cardinal 
Pamphili:  he  played  in  the  Sunday  academies 
at  the  Palazzo  al  Corso,  then  organized  them, 


assisted  by  his  student  Matteo  Fornari  and  the 
Spanish-born  cellist  Giovanni  Lorenzo 
Lulicr  -  together  they  must  have  performed 
the  trio  sonatas  and  concertino  parts  in  Corel- 
li's concertos.  In  1685  Corelli  dedicated  his 
op.  2  trio  sonate  da  camera  to  the  cardinal,  who 
eventually  put  him  in  charge  of  his  music  in 
i68q.  The  op.  3  (1689)  trio  sonate  da  chiesa 
were  dedicated  to  the  Duke  of  Modena. 

A  year  later  Corelli  moved  his  lodging  from 
one  cardinal's  palace  to  that  of  another:  Car- 
dinal Ottoboni  became  his  next  important 
patron.  Corelli  was  charged  with  organizing 
the  Monday  academies  and  performances  of 
operas  at  the  Cancclleria,  and  in  1694  he  dedi- 
cated his  op.  4  to  hi  i  patron.  The  famous 
op.  5  sonatas  for  violin  and  continuo  (first 
published  in  1700  and  reprinted  42  times 
during  the  18th  century),  embodying  the  per- 
fection of  Italian  church  and  chamber  sonata 
idioms,  were  dedicated  to  the  Electress  Sophie 
Charlotte  of  Brandenburg.  In  1708  he  became 
a  member  of  the  distinguished  Accademia 
dell'Arcadia,  along  with  Pasquini  and  Ales- 
sandro  Scarlatti.  When  he  died  in  1713  his 
body  was  interred  in  the  Pantheon.  One  year 
later  Fornari  undertook  the  publication  in 
Amsterdam  of  Corelli's  op.  6  concertos,  which 
gained  immediate  popularity. 

Corelli  had  a  reputation  for  perfectionism: 
his  playing  was  both  elegant  and  learned,  his 
publications  contained  only  the  polished  gems 
of  a  much  larger  output.  His  bands  were 
trained  like  those  of  Lully  to  play  uniformly 
and  with  precision.  He  had  many  eager  pupils, 
among  them  Italians  -  Carbonelli,  Castrucci, 
Gasparini,  Geminiani,  Somis  -  as  well  as 
foreigners  such  as  Anet,  Herrando  and  Storl. 
I  lis  sonatas  and  concertos  were  the  standard- 
bearers  for  subsequent  Baroque  and  pre- 
Classical  composers;  four  movements  were 
established  as  the  norm,  and  the  harmony 
was  firmly  tonal  (reinforced  by  progressions  of 
sixth  chords,  'walking  basses'  and  the  cliche 
'Corelli  clash'  at  cadences);  his  demands  on 
the  players  were  always  idiomatic  and  slow 
movements  perforce  skeletal,  to  allow  soloists 
the  opportunity  truly  to  demonstrate  their 
musicianship.  Geminiani,  Bach,  Tartini  and 
Yeracini  arranged,  borrowed  and  emulated 
specific  works.  Corelli  is  a  central  figure  in 
two  apotheose  works  (1724  5)  by  Couperin. 
Costanzi,  Giovanni  Battista  (1704-78). 
Roman  cellist  (known  as  'Giovannino  del 
Violoncello'),  maestro  dt  cappella  and  prolific 
composer.  Costanzi,  very  probably  a  protege 
of  Lulier,  was  taken  into  Cardinal  Ottoboni's 
service   in    1721.   The  cardinal  provided 
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Costanzi  with  the  libretto  for  Carlo  Magno, 
which  was  performed  at  the  Cancelleria  in 
1729,  and  made  possible  a  series  of  lucrative 
appointments  as  maestro  di  cappella.  Costanzi 
stopped  composing  secular  dramas  about  1 740 
and  concentrated  on  sacred  genres.  However 
all  his  oratorios  and  cantatas  are  lost.  His 
surviving  music  inevitably  contains  virtuoso 
cello  passages;  he  left  a  cello  concerto  and 
three  sonatas,  one  of  which  is  for  two  cellos. 
His  most  famous  pupil  was  Luigi  Boccherini. 
Costanzi  was  a  member  of  the  Congregazione 
di  S  Cecilia  and  was  elected  president  three 
times  (1740,  1754  and  1769).  In  1755  he 
became  maestro  di  cappella  of  the  Cappella 
Giulia. 

Dal  Pane,  Domenico  (c  1630-94).  Roman 
soprano  castrato  and  composer  in  the  old  poly- 
phonic style.  Dal  Pane  trained  under  Abbatini 
at  S  Maria  Maggiore  before  taking  up  a  place 
in  the  Viennese  imperial  court  chapel  in  1650. 
While  there  he  published  a  collection  of  mad- 
rigals, dedicated  to  Emperor  Ferdinand  II,  in 
the  old  polyphonic  style.  In  1654  he  returned 
definitively  to  Rome  where,  as  the  finest 
castrato  of  his  day,  he  simultaneously  entered 
the  service  of  the  papal  chapel  and  that  of  the 
Pamphili  family.  He  sang  that  year  in  the 
performance  of  Marco  Marazzoli's  La  vita 
humana  honouring  Queen  Christina  of 
Sweden  at  the  Palazzo  Barbcrini.  In  1669  he 
became  maestro  di  cappella  of  the  Cappella 
Sistina,  retiring  a  decade  later;  in  that  capacity 
he  composed  a  cappella  parody  Masses  (based 
on  Palcstrina  motets).  In  1675  he  published 
a  collection  of  more  forward-looking  sacred 
concertos  for  virtuoso  singers  (which  he  had 
composed  for  the  Corpus  Christi  celebrations 
in  the  Borghese  chapel  at  S  Maria  Maggiore) 
and  a  book  of  motets. 

De  Grandis,  Vinccnzo.  See  Italy  10  Itinerant 
Musicians. 

Doni,  Giovanni  Battista.   See   Italy  6 

Tuscany. 

Durastanti,  Margherita.  See  Italy  10  Itin- 
erant Musicians. 

Eberlin,  Daniel.  See  Northern  eirope  4 
Saxony  and  Thuringia. 

Fabri,  Annibalc  Pio.  See  Italy  10  Itinerant 
Musicians. 

Ferrari,  Benedetto.  Sec  Italy  4  Venice. 

Foggia,  Francesco  (1604-88).  Prolific  Roman 
composer  of  liturgical  music.  He  worked  at 
the  Dresden,  Munich  and  Innsbruck  courts 
as  a  young  man,  returning  to  Italy  to  take  up 
appointments  first  at  Narni  Cathedral,  then  at 
Montefiascone,  before  becoming  maestro  dt 
cappella  at  S  Maria  Maggiore  in  Rome  (1677). 
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Foggia  studied  with  Antonio  Cifra  and  Paolo 
Agostini  (even  marrying  his  daughter)  and, 
having  mastered  counterpoint  and  polyphony, 
was  the  last  of  the  Romans  to  embrace  the 
style  of  Palestrina  -  though  he  did  sometimes 
use  continuo  (more  often  than  not  as  an 
option). 

Fontana,  Giovanni  Battista.  See  Italy  4 

Venice. 

Frescobaldi,  Girolamo  (1 583-1643). 
Renowned  Italian  keyboard  virtuoso  and  com- 
poser. Mersenne  remarked  that  'all  his  know- 
ledge is  at  the  ends  of  his  fingertips'.  From 
the  beginning  Frescobaldi's  career  as  player 
and  composer  flourished  under  the  patronage 
of  the  wealthiest  and  best-placed  connoisseurs 
of  music  in  Italy.  He  himself  came  from  a 
well-to-do  Ferrarese  family  who  cultivated 
their  son's  extraordinary  gifts  as  an  organist 
and  whose  friend,  the  composer  Luzzasco 
Luzzaschi,  took  him  as  a  pupil.  Gesualdo  too 
was  a  mentor. 

In  Rome  by  1604  Frescobaldi  had  attracted 
the  attention  of  the  Bcntivoglios.  When  in 
1607  Guido  Bentivoglio  was  appointed  papal 
nuncio  to  Flanders,  he  took  Frescobaldi  with 
him  to  Brussels;  during  Frescobaldi's  ten 
months  there  he  published  virtuoso  five-part 
madrigals.  Back  in  Italy  in  1608  and  under  the 
protection  of  Fnzo  Bentivoglio  he  published 
his  first  book  of  four-part  fantasias  (having 
published  ensemble  canzonas  the  year  before) 
in  Milan,  before  taking  up  duties  as  an  organist 
at  S  Pietro  in  Rome.  The  following  year 
Bentivoglio  -  hoping  to  acquire  the  services  of 
a  gifted  soprano  -  sought  to  arrange  a  marriage 
between  Frescobaldi  and  one  of  Caccini's 
daughters;  however  Frescobaldi's  reputation 
was  sufficient  to  merit  a  counter-offer  of  a 
similar  nature  from  Florence,  which  created  a 
temporary  stalemate. 

Frescobaldi  maintained  his  association  with 

S  Pietro  throughout  his  career,  though  his 

patrons    changed,    occasioning    leaves  of 

absence  -  three  months  at  the  Gonzaga  court 

in  161 5  and  six  years  in  Florence  at  the  court 

of  the  Grand  Duke  of  Tuscany  (1628-34).  He 

married  and  had  children;  later  in  life  he  took 

on  pupils,  Froberger,  Kcrll  and  Tunder 

among  them.  From  1612  until  1628  he  had  as 

patron  the  influential  Cardinal  Pietro  Aldo- 

brandini  and,  upon  his  return  from  Florence 

in  1634,  the  powerful  Barberini  family.  He 

was  frequently  heard  at  the  musical  academies 

of  the  wealthy  Roman  clergy  and  aristocracy 

and  was  richlv  rewarded. 
Although    Frescobaldi's    Fiori  musicali 

(1635)  for  organ  is  his  best-known  collection, 
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those  from  his  Aldobrandini  period  -  rhe 
harpsichord  toccatas,  riccrcarcs  and  canzoni 
franzesi  of  1615,  the  capriccios  of  1624,  and 
the  harpsichord  and  organ  toccatas  and  can- 
zonas  of  1627  -  contain  some  of  his  most 
important  work.  The  early  works  arc  intensely 
virtuoso,  influenced  by  the  toccatas  of  Luz- 
zaschi,  Pasquini  and  Macque.  The  capriccios 
combine  the  vitality,  seriousness,  exper- 
imentation and  florid  ornamentation  of  his 
earlier  works  with  maturity.  The  subsequent 
book  of  toccatas  (1637)  takes  his  style  -  dra- 
matic sectional  contrasts,  linear  counterpoint, 
bizarre  harmony,  complex  rhythm  and  thrill- 
ing virtuosity  -  to  its  limits.  Another  collection 
of  Canzoni  alia  francese  was  published 
posthumously  in  1645. 

Fux,  Johann  Joachim.  See  Central  Europe 
3  Austro-Hungary:  Vienna. 

Galli-Bibiena,  Francesco.  See  Central 
Europe  3  Austro-Hungary:  V  ienna. 

Gasparini,  Francesco  (1661-1727).  Prolific 
opera  composer,  teacher  of  Quantz,  Platti, 
Domenico  Scarlatti  and  Benedetto  Marcello 
and  author  of  L'armonno  pratico  (1708). 
Gasparini  had  been  a  pupil  of  Legrenzi  in 
Venice  before  settling  in  1689  in  Rome,  where 
he  became  associated  with  Corelli,  Alessandro 
Scarlatti  and  Pasquini  in  Cardinal  Pamphili's 
orchestra.  His  first  Roman  opera  (//  Roderico) 
was  performed  in  1694,  and  his  first  set  of 
cantatas  published  the  following  year.  The 
latter  were  highly  esteemed  in  their  day  for 
the  technical  skill  and  graceful  elegance  with 
which  he  infused  them.  He  returned  to  Venice 
in  1 70 1  as  maestro  di  cappella  at  the  Ospedale 
della  Pieta,  where  he  succeeded  in  expanding 
the  music  faculty  (Vivaldi  was  one  of  his 
appointees),  while  devoting  most  of  his  ener- 
gies to  composing  a  steady  stream  of  operas 
for  the  Teatro  S  Cassiano. 

During  the  1709  Carnival  his  setting  of 
Zeno's  Atenaide  was  performed  at  the  Vienna 
court,  and  in  17 19  L'oracolo  del  fato  was  also 
given  at  the  Hoftheater.  Gasparini  composed 
operas  for  Naples,  Bergamo,  Florence  (1715 
Carnival)  and  Milan,  as  well  as  Rome,  where 
he  had  once  again  taken  up  residence  in  1713. 
Ill  health  forced  him  to  decline  the  post  of 
maestro  di  cappella  at  S  Giovanni  in  Latcrano 
in  1725. 

Giustiniani,  Vincenzo  (1564-1637).  Noble 
Roman  patron  of  the  arts  and  amateur  music 
theorist,  important  for  the  short  Discorso  sopra 
la  musica  of  1628,  written  in  the  form  of  a 
letter,  in  which  he  described  the  musicians 
and  practices  of  his  day.  He  amassed  a  fine  art 
collection  at  his  villa  at  Bassano,  near  Rome. 


Graziani,  Bonifazio  (1604/5-64).  Maestro  di 
cappella  at  the  Seminario  Romano  (as  well  as 
the  Gesu  church)  and  composer.  A  con- 
temporary of  Carissimi,  Graziani  composed 
at  least  two  oratorios  and  a  quantity  of 
motets,  of  which  six  books  for  solo  voice  and 
continuo  were  repeatedly  reprinted  (the  third 
book,  published  in  1658,  was  his  finest).  His 
strengths  lay  in  his  dramatic  flair,  his  mastery 
of  vocal  declamation  and  a  fluency  apparent 
in  his  arioso  writing  and  in  his  treatment  of 
small  vocal  ensembles.  His  scores  contain 
numerous  tempo  and  dynamic  markings. 

Grossi,  Giovanni  Francesco.  See  Italy  10 
Itinerant  Musicians. 

Handel,  George  Frideric.  See  British  isles 
/  London. 

Hasse,  Johann  Adolf.  See  Northern  Europe 

4  Saxony  and  Thuringia:  Dresden. 
Haym,  Nicola  Francesco.  Sec  British  isles 

/  London. 

India,  Sigismondo  d\  See  Italy  10  Itinerant 
Musicians. 

Jovcrnardi,  Bartolomc.  See  Iberian  pen- 
insula and  colonies  /  Spain. 

Juvarra,  Filippo  (1676- 1736).  Architect, 
who  renovated  the  private  Roman  theatres  of 
Cardinal  Ottoboni  (1709)  and  Prince  Capran- 
ica  (17 1 3),  and  stage  designer,  who  sought  by 
means  of  complex  architectural  structures  and 
play  of  light  to  create  the  aesthetic  counterpart 
of  the  dramatic  works  on  which  he  collab- 
orated. He  was  responsible  for  the  exquisite 
Arcadian  sets  for  Alessandro  Scarlatti's  //  circo 
(1712).  In  addition  to  the  cardinal  and  the 
prince,  Juvarra  worked  as  a  set  designer  for 
the  Queen  of  Poland,  in  residence  in  Rome  at 
the  Palazzo  Zuccari.  In  17 14  he  was  made 
chief  architect  to  Vittorio  Amedeo  II  of  Savoy, 
with  responsibility  for  building  projects  in 
Portugal  and  Spain  as  well  as  Turin,  where  in 
1722  he  built  a  stage  in  the  Palazzo  Rcalc 
and  modernized  the  Teatro  Regio.  He  died  in 
Madrid. 

Kapsberger,  Johann  Hieronymus  [Giov- 
anni Girolamo)  (11580  1651).  German  lute 
virtuoso  and  composer,  who  lived  all  his  life 
in  Venice  and  Rome,  where  in  1610  he 
founded  an  academy.  Kapsberger  grew  up  in 
Venice,  where  his  father,  a  German  colonel, 
was  stationed.  After  publishing  his  first  col- 
lection of  chitarrone  pieces  in  Venice  he 
moved  to  Rome  in  1604  5-  He  composed  both 
vocal  (sacred  and  secular)  and  instrumental 
music  (for  plucked  instruments),  gaining  the 
friendship  of  such  men  as  the  poet  Giulio 
Rospigliosi  and  the  polymath  Athanasius 
Kircher,  entree  to  other  Roman  academies, 
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and  the  patronage  of  Pope  Urban  VIII,  whose 
poems  he  set  in  1624.  Two  years  earlier  he 
was  chosen  to  compose  a  dramatic  work  for 
the  celebrations  marking  the  canonization  of 
Ignatius  Loyola  (Apotheosis  seu  Consecratio 
SS  Ignatti  et  Francisct  Xaverii).  His  son, 
Philipp  Bonifaz,  gained  a  post  in  the  service 
of  Cardinal  Francesco  Barberini.  Unfor- 
tunately a  substantial  portion  of  his  music 
and  his  chitarrone  treatise  (//  Kapsberger  della 
musica)  arc  lost.  He  published  numerous  col- 
lections of  solo  lute  and  chitarrone  music  (toc- 
catas, partitas  and  dances)  and  left 
manuscripts  of  Sinfome  a  quatlro  for  violin, 
cornett,  plucked  instrument  and  harpsichord. 
Kircher,  Athanasius  (1601-80).  Formidable 
German  polymath,  resident  in  Rome,  whose 
monumental  Musurgia  universalis  (1650) 
influenced  nearly  every  German  music  the- 
orist for  a  century  to  come.  Kircher's  array  of 
academic  credentials  encompassed  studies  in 
mathematics,  the  physical  sciences,  phil- 
osophy, theology  and  languages.  After  serving 
as  a  professor  of  mathematics,  philosophy  and 
oriental  languages  at  the  University  of  Wiirz- 
burg  in  1629,  he  escaped  to  France  when 
invasion  by  the  Swedish  army  was  imminent. 
For  a  brief  time  he  taught  at  the  Jesuit  college 
in  Avignon  but,  in  1633,  was  appointed  court 
mathematician  to  Emperor  Ferdinand  II  in 
Vienna  a  post  he  never  took  up,  preferring 
instead  to  accept  a  professorship  at  the  Col- 
legio  Romano.  Kircher  published  30  books 
and  was  an  indefatigable  correspondent, 
devoted  to  popularizing  (among  other  things) 
the  study  of  Egyptian  culture  and  civilization 
(he  was  among  the  first  to  decode  hiero- 
glyphics). He  was  an  energetic  collector  of 
antiquities,  and  the  Museum  Kircherianum 
attracted  many  visitors  throughout  the  18th 
century. 

Kircher's  interest  in  music  grew  logically 
out  of  his  devotion  to  the  Quadrivium,  and 
the  Musurgia  universalis  is  strongly  rooted  in 
Germanic  traditions.  In  addition  to  long  tracts 
on  acoustics  and  musical  instruments,  he 
devoted  space  to  the  affectiv  e  nature  of  music, 
quoting  extended  passages  (and  providing  a 
unique  source  for  some  of  the  music);  he  also 
discoursed  on  the  history  of  music  in  ancient 
cultures  and  the  healing  qualities  of  music. 
Though  evidently  not  a  musician,  he  is  said 
to  have  invented  a  composing  machine  {ana 
musarithmica). 
Landi,  Stefano  (1 586/7-1639).  A  leading 
Roman  composer  of  his  day.  Although  Landi 
worked  all  his  life  as  a  church  musician,  his 
most  important  works  were  for  the  theatre. 
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He  served  the  Barberinis  for  several  years  and 
with  their  assistance  joined  the  papal  choir  (as 
an  alto)  in  1629.  His  opera  //  Sant'  Alessio  (text 
by  Rospigliosi)  -  the  first  to  be  based  on  a 
historical  subject  and  hence  to  characterize 
ordinary  mortals  -  was  performed  at  the 
Palazzo  Barberini  in  1632.  In  1634  he  con- 
tributed music  to  a  new  edition  of  hymns, 
commissioned  bv  the  pope,  and  in  1635  set 
Otta  viano  Castelli's  /  pregi  di  primavera  as  a 
cantata  for  a  performance  at  the  pope's 
summer  residence,  Castel  Gandolfo.  Landi 
had  been  trained  in  Rome  at  the  Collegio 
Germanico  and  at  the  Seminario  Romano 
where,  in  addition  to  studying  rhetoric  and 
philosophy,  he  worked  with  the  maestro  di 
cappella,  Agazzari.  His  first  opera,  La  morte 
d'Orfeo,  was  commissioned  in  161 9  by  the 
Borghese  family.  The  dedications  to  his  col- 
lections of  arias  and  psalms  reveal  further 
princes  and  cardinals  among  his  patrons. 

In  La  morte  d'Orfeo  Landi  showed  himself 
to  be  at  ease  blending  the  stile  antico  of  his 
Masses  and  five-part  madrigals  with  the  stile 
moderno  of  his  concertato  Magnificat,  Vesper 
psalms  and  monodic  arias.  This  integration  of 
practices  did  not  however  always  go  down 
well:  in  1629  members  of  the  papal  choir 
balked  at  performing  his  rcsponsorics  because 
of  their  modern  idiom.  //  Sant'  Alessto  was 
conceived  for  a  grand  occasion,  incorporating 
several  choruses  and  substantial  orchestral 
sinfonias  -  the  first  opera  overtures  -  and 
requiring  elaborate  sets  and  machinery  in 
order  that  Religion  be  transported  in  a  cloud 
and  the  Devil  enveloped  in  flames. 
Leoni,  Giovanni  Antonio  (d  after  1652). 
Violinist,  composer  and  teacher  working  in 
Rome,  in  the  service  of  Cardinal  G.B.  Pallotta 
(who  sponsored  concerts  at  the  Santa  Casa, 
Loreto).  His  sonatas  and  sinfonias  circulated 
widely  in  manuscript  as  well  as  in  printed 
editions. 

Leopardi,  Venanzio.  See  Italy  10  Itinerant 
Musicians. 

Libcrati,  Antimo  (1617-92).  Outspoken 
composer  and  theorist  of  the  Roman  school 
responsible  for  stimulating  the  Palestrina 
revival  during  the  second  half  of  the  17th 
century.  Before  becoming  a  musician  Liberati 
was  a  notary  at  the  Viennese  court  (1637-43). 
In  1644  he  took  orders  and  became  a  pupil 
first  of  Gregorio  Allegri  and  then  of  Orazio 
Benevoli;  in  1661  he  took  up  a  post  as  an  alto 
in  the  Cappclla  Giulia,  where  he  remained 
(while  undertaking  duties  as  organist  and 
maestro  di  cappella  at  three  Roman  churches). 
Liberates  devotion  to  Palestrina's  music  is 
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clearly  set  forth  in  his  manuscript  Epitome 
della  musica  (1666),  dedicated  to  Pope  Alex- 
ander VII.  His  disapproval  of  the  Roman 
opera  and  oratorio  composers  (Landi,  Maraz- 
zoli,  the  Mazzocchis  and  Luigi  Rossi)  is  tacitly 
expressed  in  an  open  letter  published  in  1685; 
among  post-Palestrinians  Liberati  admired 
Allegri,  Benevoli,  Nanino  and  Cifra.  Else- 
where, in  manuscript,  he  complained  about 
the  modern  practices  being  introduced  in  the 
Cappella  Sistina  and  the  so-called  parallel 
fifths  in  Corelli's  op.  2  no.  3. 
I.iliu.s,  Wincenty.  See  Northern  Europe  3 
Poland. 

Lonati,  Carlo  Ambrogio.  See  Italy  10  Itin- 
erant Musicians. 

Lorcnzani,  Paolo.  See  France  /  Pans  and 
Versailles. 

Lulier,  Giovanni  Lorenzo  ['Giovanni  del 
Violone'](<r650~early  18th  century).  Spanish- 
born  cellist  and  composer  who  worked  all  his 
life  in  Rome,  where  he  was  considered  the 
finest  cellist  of  his  day.  Lulier  was  a  member 
of  the  cappella  at  S  Luigi  dei  Francesi  until 
at  least  1699  and  was  employed  (along  with 
Corelli,  Pasquini  and  Alessandro  Scarlatti)  by 
Cardinals  Ottoboni  and  Pamphili  (who  pro- 
vided him  with  cantata  and  oratorio  texts).  He 
also  composed  oratorios  for  performances  in 
Modena  and  Florence,  collaborating  on  two 
with  Scarlatti  and  other  composers  during  the 
early  years  of  the  18th  century.  Although  no 
solo  cello  music  by  Lulier  survives,  vocal 
works  incorporating  concertante  parts  do. 

Maccioni,  Giovanni  Battista.  See  Central 
EUROPE  /  South  Germany:  Munich. 

Manclli,  Francesco.  See  Italy  4  Venice, 

Mannelli,  Carlo  ['Carlo  del  Yiolino',  'Carluc- 
cio  di  Pamfilio']  (1640-97).  Roman  castrato, 
violinist  and  composer  whose  treatise  on  violin 
playing  (Studio  del  violino)  is  lost.  With  the 
violinist  C.A.  Lonati,  Mannelli  represents  a 
link  between  Caproli  and  Corelli.  Mannelli 
received  his  training  as  a  singer  and  violinist 
thanks  to  Prince  Camillo  Pamphili.  In  1657 
he  sang  in  P. A.  Ziani's  opera  Le  fortune  di 
Rodope  e  Damira  at  the  Teatro  S  Apollinare, 
Venice,  and  in  1660  took  up  a  post  as  a  soprano 
at  S  Luigi  dei  Francesi,  Rome:  he  is  also 
known  to  have  sung  in  Lenten  oratorios  pre- 
sented by  the  Arciconfraternita  del  Ss  Cro- 
cifisso  at  S  Marcello,  Rome. 

Mannelli  became  a  member  of  the  Con- 
gregazione  di  S  Cecilia  in  1663  and  twice 
served  as  guardiano  of  the  instrumentalists;  he 
made  the  Congregazione  the  sole  heir  to  his 
estate,  which  included  an  endowment  for 
needy  members.  He  published  his  first  col- 


lection of  sin/on ie  for  violin  and  continuo  some 
time  before  1666  and  in  1668  succeeded 
Caproli  as  the  leader  of  Cardinal  Pamphili's 
band;  in  1675  he  gained  the  post  of  first  con- 
certino violin  at  S  Giovanni  dei  Fiorentini 
(Corelli  was  among  the  rtpieno  violinists).  I  lis 
op.  2  trio  sonatas  (each  in  five  movements) 
appeared  in  1682,  and  about  that  time  Corelli 
succeeded  him  as  the  leader  of  Pamphili's 
musicians;  he  published  a  second  volume  of 
trio  sonatas  in  1692.  His  commanding  violin 
technique  is  evident  from  a  single  surviving 
work  for  violin  and  continuo  which  employs 
extensive  double-stopping. 
Marazzoli,  Marco  |  Marco  delFArpa)  {c  1602- 
1662).  Priest,  singer,  virtuoso  harpist  and  a 
leading  Roman  composer  (along  with  Luigi 
Rossi  and  Carissimi)  of  cantatas  (379  survive) 
and  oratorios;  he  collaborated  with  Rospigliosi 
and  Virgilio  Mazzocchi  on  the  earliest  comic 
opera,  Chi  soff're,  speri  (1637).  Trained  at 
Parma  Cathedral,  Marazzoli  had  become 
attached  to  the  musical  establishment  of  Car- 
dinal Antonio  Barberini  in  Rome  by  1631  - 
though  he  did  not  settle  there  until  1637,  when 
he  gained  an  appointment  in  the  papal  chapel. 
The  innovative  Chi  sotfre,  speri,  to  which  he 
contributed  at  least  the  mtermedio  to  Act  II 
(the  rest  was  by  Mazzocchi),  was  produced 
that  year  at  the  Barberini  family  theatre. 
During  his  first  years  in  Rome  he  provided 
Latin  oratorios  for  the  Oratorio  del  Ss  Cro- 
cifisso. 

Marazzoli  continued  to  retain  his  appoint- 
ments with  the  cardinal  and  the  Vatican  while 
travelling  during  the  1630s  and  40s,  to  Ferrara 
(where  his  first  important  opera,  L'Armida, 
was  given  at  the  Teatro  della  Sala  Grande  in 
1641)  and  to  Venice  (where  his  'festa  tcatrale' 
Git  amort  di  Gtasone  t  d'hstfile  was  presented 
at  the  Teatro  SS  Giovanni  e  Paolo  in  1642). 
He  returned  to  Rome  for  the  performance  of 
Le  pretensioni  del  Tehro  e  del  Po  which  marked 
the  return  of  General  Taddeo  Barberini  from 
his  latest  military  campaign,  and  early  in  1643 
Marazzoli's  new  opera,  //  capriccto,  was  per- 
formed at  the  French  embassy.  An  invitation 
from  Cardinal  Mazarin  to  perform  in  Paris 
followed:  // capriccio  was  adapted  as  a  comedie- 
hallet  for  a  performance  before  the  French 
court  in  1645.  He  increased  his  favour  with 
the  queen,  Anne  of  Austria,  by  composing 
chamber  cantatas  for  her,  and  in  return  he 
received  a  pension. 

Meanwhile,  in  1645,  the  Barberini  family 
sought  exile  in  France  after  a  dispute  with  the 
Pamphili  family;  it  was  not  until  1653  that 
they  were  reconciled  and  able  to  return  to 
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Rome.  During  their  absence  Marazzoli 
pursued  his  duties  at  the  papal  chapel  as  well 
as  at  S  Maria  Maggiore  and  the  Chiesa  Nuova, 
for  whom  he  composed  a  variety  of  liturgical 
music  and  cantatas.  The  wedding  of  Maffeo 
Barberini  to  Olimpia  Giustiniani  in  1653 
occasioned  the  reopening  of  the  Barberini 
Tcatro  de'  Quattro  Fontanc,  with  per- 
formances of  Dal  male  il  bene  (text  by  Rospi- 
gliosi  and  music  by  Marazzoli  and  Abbatini). 
Although  he  maintained  his  connection  with 
the  papal  chapel  to  the  end  of  his  life,  Maraz- 
zoli seems  to  have  left  the  Barberini  household 
by  1656,  when  he  dedicated  his  sacred  opera, 
La  vita  humana,  to  his  new  patron,  the  exiled 
Queen  Christina  of  Sweden;  at  the  end  of  his 
life  he  was  associated  with  the  Chigi  family  - 
and  in  particular  with  Pope  Alexander  VII. 
Maugars,  Andre.  Sec  France  /  Paris  and 
Versailles. 

Mazarin,  Jules.  See  FRANCE  /  Paris  and  Ver- 
sailles. 

Mazzocchi.  Two  brothers  working  as  com- 
posers in  Rome.  Domenico  Mazzocchi  (1592- 
1665)  served  the  powerful  Cardinal  Ippolito 
Aldobrandini;  thanks  to  the  generous  support 
of  the  cardinal  as  well  as  Popes  Urban  VIII 
and  Innocent  X,  Domenico  lived  a  life  of 
luxury.  He  composed  at  least  one  opera  (La 
catena  d'Adone,  1626),  seven  Latin  oratorios 
and  one  Italian  one  (Coro  di  profeti,  1638),  and 
published  settings  of  Latin  poems  by  Pope 
Urban  VIII  (Poemata),  a  collection  of  Dialoghi 
e  sonetti  and  a  book  of  Madrigali  in  1638.  The 
Dialoght  e  sonetti  are  dramatically  conceived 
(none  is  more  effective  than  the  lament  of 
Mary  Magdalene);  the  Madrigali,  which  may 
be  performed  with  viol  consort,  employ  a 
sequence  of  dynamic  indications,  including 
echo  and  messa  di  voce.  A  varied  collection  of 
Mustche  sacre,  e  morali,  including  early 
cantatas,  followed  two  years  later.  In  1642  he 
became  embroiled  in  a  controversy  over  the 
connection  between  an  ancient  Etruscan  town 
and  his  native  Civita  Castellana,  which  put  an 
end  to  his  composing;  some  of  the  Sacrae 
concertationes  published  in  1664  apparently 
date  from  the  1 630s  and  40s. 

Virgilio  Mazzocchi  (1597-1646)  rose  mete- 
orically  through  the  ranks  of  Roman  maestri 
di  cappella:  in  1628  he  was  at  S  Giovanni 
in  Laterano  and,  from  1629,  at  the  Cappella 
Giulia  where  he  was  much  esteemed  as  a 
teacher.  His  music  includes  concertato  motets 
(Sacrae  Jlores,  1640)  and  double-choir  lit- 
urgical music  (Psalmi  vesper  tini,  1648),  as  well 
as  madrigals,  oratorios  and  operas:  Chi  soff're, 
speri  (1637),  a  comic  opera  on  which  he  col- 
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laborated  with  Marazzoli;  and  L'innocenza 
difesa  ( 1 641),  a  sacred  opera  performed  at  the 
Palazzo  Barberini. 

Melani.  See  Italy  10  Itinerant  Musicians. 

Metastasio,  Pietro.  See  Central  Europe  3 
Austro-Hungary:  Vienna. 

Nanino,  Giovanni  Bernardino  (4-1560- 
1623).  Church  musician  and  influential 
teacher,  younger  brother  of  Giovanni  Maria 
Nanino  (1 543/4-1607),  who  had  been  Pale- 
strina's  successor  as  head  of  the  Roman  school. 
After  training  as  a  boy  soprano  at  Vallerano 
Cathedral,  Nanino  assumed  his  brother's  post 
as  maestro  di  cappella  at  S  Luigi  dei  Francesi, 
Rome,  in  1591  and  in  1608  took  up  a  similar 
post  at  S  Lorenzo  in  Damaso,  where  his  patron 
was  Cardinal  Montalto.  He  left  published  col- 
lections of  madrigals  and  motets. 

Orgas,  Annibale.  See  Northern  Europe  3 
Poland. 

Orlandi,  Santi.  See  Italy  3  Mantua. 

Ottoboni,  Pietro  (1 667-1 740).  Cardinal, 
librettist  and  important  music  patron  in  Rome 
(along  with  Benedetto  Pamphili),  who 
descended  from  a  noble  Venetian  family.  Early 
in  his  life  Ottoboni  took  up  residence  in  Rome. 
His  great-uncle  supervised  his  education  and, 
after  being  elected  Pope  Alexander  VIII  in 
1689,  made  him  a  cardinal.  As  vice-chancellor 
of  the  church,  Ottoboni  lived  in  the  Palazzo 
delta  Cancelleria  where  he  held  Accademie 
Poetico-Musicali  and  operas  and  oratorios 
were  performed  (see  Plate  3).  As  curator  of 
the  Cappella  Sistina  and  the  Congregazione  di 
S  Cecilia  he  was  acquainted  with  the  best 
Roman  musicians,  whom  he  commissioned  to 
set  his  verses  (among  them  Attilio  Ariosti, 
Caldara,  Corelli,  C.F.  Pollarolo  and  Tomaso 
Vitali)  and  contracted  to  perform  at  the  Can- 
celleria (Corelli,  for  example,  was  in  his 
employ  from  1690  until  171 3). 

Pacelli,  Asprilio.  Sec  Northern  Europe  j 
Poland. 

Pamphili,  Benedetto  (1653-1730).  Roman 
cardinal,  music  patron  and  librettist  of  noble 
birth,  contemporary  with  Pietro  Ottoboni. 
Pamphili's  great  uncle  was  Pope  Innocent  X, 
and  his  family  had  been  prominent  in  Roman 
social  and  artistic  circles.  He  was  well  educated 
in  philosophy  and  theology  and  became  a  car- 
dinal in  1 68 1.  Except  for  the  time  he  spent  in 
Bologna  as  the  papal  legate  (1690-3),  he  lived 
in  Rome,  at  the  Palazzo  Pamphili  on  the 
Corso,  where  his  Sunday  academies  were  well 
attended;  in  1684  he  commissioned  Carlo 
Fontana  to  build  a  theatre  there.  He  wrote 
librettos,  set  by  composers  such  as  Alessandro 
Scarlatti,  Pasquini,  C.F.  Cesarini  and  Handel, 
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for  oratorios  and  cantatas,  which  formed  the 
centrepieces  of  his  lavish  musical  enter- 
tainments at  the  Palazzo  Pamphili.  The 
Gasparinis  and  Bononcinis  played  in  his 
orchestra  under  the  leadership  of  Corelli. 

Pasqualini,  Marc' Antonio  (1614-91). 
Roman  soprano  castrato  and  composer  of  can- 
tatas. Pasqualini  entered  the  service  of  Car- 
dinal Antonio  Barberini  after  training  as  a 
chorister  at  S  Luigi  dei  Francesi  under 
Ugolini.  In  1630  he  became  a  singer  in  the 
papal  chapel,  remaining  there  until  1650.  Not- 
withstanding his  post  at  the  Vatican,  Pas- 
qualini continued  to  appear  in  the  cardinal's 
private  theatrical  productions  such  as  Luigi 
Rossi's  //  palazzo  incantato  di  Atalante  (1642) 
and  travelled  to  Paris  in  1646  to  sing  in  Rossi's 
splendid  Orfeo  (1647)  at  the  Palais  Royal. 

Pasquini,  Bernardo  (1637-17 10).  Tuscan  vir- 
tuoso keyboard  player,  important  teacher  and 
composer  who  greatly  contributed  to  the 
development  of  Roman  opera  and  oratorio. 
Pasquini  enjoyed  a  very  successful  and  varied 
career  in  Rome  where,  from  1664,  he  was 
organist  of  S  Maria  in  Aracoeli  and  was 
involved  in  the  oratorio  productions  of  the 
Arciconfraternita  del  Ss  Crocifisso.  His 
patrons  included  the  exiled  Queen  Christina, 
the  Princes  Colonna  and  Giambattista 
Borghese  (whom  he  served  from  41670),  and 
the  Cardinals  Ottoboni  and  Pamphili.  For 
them  he  composed  chamber  music  (including 
cantatas),  oratorios  and  operas.  Corelli  was  a 
frequent  partner  in  chamber  music  and  led 
the  opera  orchestras  for  Pasquini's  Dov'e  amor 
e  pieta  at  the  Teatro  Capranica  (1679)  and 
L'  Accademia  per  musica  at  the  palace  of  Queen 
Christina  (1687).  Pasquini  and  Corelli  were 
guardiani  of  their  respective  instruments  in 
the  Congregazione  di  S  Cecilia  and  with  Ales- 
sandro  Scarlatti  became  members  of  the  Acca- 
demia dell' Arcadia  in  1706.  Pasquini  visited 
the  courts  of  Leopold  I  and  Louis  XIV;  his 
portrait  was  painted  and,  at  his  death,  a  medal 
was  struck  in  his  honour. 

Pasquini's  manuscript  music  for  harp- 
sichord, particularly  the  toccatas,  reveals  a 
player  and  composer  of  Frescobaldi's  stature, 
inventive  and  forward-looking.  In  the  dance 
suites  he  established  the  basic  pattern  of  the 
keyboard  suite  as  allemande-corrente—giga 
(though  any  dance  could  be  replaced  with 
another  or  an  aria,  bizzaria,  etc.)  and  he  is 
notable  for  the  sheer  number  and  variety  of 
his  variation  and  passacaglia  pieces.  His  28 
harpsichord  sonatas  (half  are  for  two  harp- 
sichords) are  unique  for  having  been  notated 
only  in  figured  bass. 


His  oratorios  and  operas  were  mainstream 
works,  composed  at  much  the  same  time  (the 
1 670s  and  1680s),  but  whereas  the  operas  were 
composed  for  performances  in  Rome  some  of 
the  oratorios  (t-17  are  known)  were  com- 
missioned for  Modena  (three  in  1687), 
Palermo  (1688)  and  Florence  (1693-4).  The 
extant  operas  include  one  for  the  Palazzo  Chigi 
(La  sincerita  con  la  sincerita,  1672),  one  for  the 
Teatro  Tordinona  (L'amor  per  vendetta,  1673), 
at  least  two  for  the  Palazzo  Colonna  (1m  donna 
am  or  a  e  fedele,  1676;  L'Arianna,  1685;  and 
possibly  La  caduta  del  regno  delt Amazzoni, 
1678).  Cardinal  Pamphili  provided  the  text 
for  his  oratorio  Sant'Agnese  (1677).  Pasquini 
prepared  Saggi  di  contrappunto  (1695)  and  a 
lost  Regole  per  ben  suonare  il  cembalo  0  organo 
for  his  pupils,  who  included  Francesco  Gaspa- 
rini,  Zipoli,  J. P.  Krieger  and  Georg  Muffat. 

Peranda,  Marco  Gioseppe.  See  Northern 
Europe  4  Saxony  and  Thurtngia:  Dresden. 

Peri,  Jacopo.  See  Italy  6  Tuscany. 

Pitoni,  Giuseppe  Ottavio  (1657- 1743). 
Devotee  of  Palcstrina,  writer  on  music  theory 
and  history,  working  in  Rome.  Pitoni  was  an 
extremely  capable  musician  who  held  numer- 
ous church  appointments  simultaneously;  he 
also  served  Cardinal  Ottoboni  from  1692  until 
1 73 1.  From  17 19  he  was  maestro  of  the  Cap- 
pella  Giulia.  He  was  much  admired  as  a  com- 
poser for  his  brilliant  counterpoint  and 
poly  choral  technique,  and  his  writings  include 
an  early  dictionary  of  church  musicians 
(Notitia  de  contrapuntisti  e  de  compositori  di 
musica,  r  1725),  as  well  as  treatises  on  harmony 
and  counterpoint. 

Porpora,  Nicola.  See  Italy  10  Itinerant 
Musicians. 

Porro,  Giovanni  Giacomo.  See  Central 
EUROPE  /  South  Germany:  Munich. 

Porta,  Giovanni.  See  Italy  4  Venice. 

Puccitelli,  Virgilio.  See  Northern  Europe  3 
Poland. 

Puliaschi,  Giovanni  Domcnico  (//early  17th 
c).  Kminent  Roman  singer  and  chitarrone 
player  whose  collection  of  virtuoso  monodies, 
Mustche  varie  (1618),  contains  an  important 
essay  on  singing.  Puliaschi  sang  in  the  papal 
chapel  from  161 2  and  was  renowned  for  his 
ability  to  sing  in  alto,  tenor  and  bass  ranges. 
Caccini  included  two  'aric  particolari'  of  wide 
tessitura  in  Nuove  musiclie  e  nuova  maniera  dt 
scriverle  (1614),  which  may  have  been  com- 
posed for  Puliaschi.  In  1620  he  visited  the 
Florentine  court  and  performed  with  Fran- 
cesca  Caccini  and  her  children. 

Quagliati,  Paolo  (n 555-1628).  Italian  noble- 
man, organist  and  composer  in  Rome.  Qua- 
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gliati  was  organist  at  S  Maria  Maggiorc  and 
from  1605  to  1608  served  Cardinal  Odoardo 
Farnese.  I  lis  earliest  publications  were  three- 
part  canzonette,  and  his  sacred  music  ranged 
from  monodies  to  12-part  works.  In  1606  he 
composed  a  celebratory  work  entitled  //  carro 
di  fedelta  d'amore  -  made  up  of  short  solos, 
duets  and  a  concluding  five-part  concerted 
madrigal  -  which  was  performed  on  a  dec- 
orated cart  in  the  street.  His  last  patrons  were 
members  of  the  Ludovisi  family,  of  whom 
Cardinal  Alessandro  Ludovisi  became  Pope 
Gregory  XV  in  1621;  he  was  accordingly  fav- 
oured with  the  posts  of  apostolic  prothonotary 
and  papal  chamberlain.  When  the  pope's 
nephew  married  Gesualdo's  daughter  Isabella 
in  1623,  Quagliati  marked  the  occasion  with  a 
collection  of  music  entitled  La  sfera  armoniosa. 

Ravenscroft,  John  (d  by  1708).  English 
amateur  violinist,  residing  in  Rome,  where 
(along  with  Sir  John  Clerk  and  Lord 
Edgcumbe)  he  had  lessons  with  Corelli.  He 
composed  two  collections  of  trio  sonatas  (1695 
and  1708  posth.)  dedicated  to  his  likely  patron, 
Prince  Ferdinando  of  Tuscany;  nine  of  his  op. 
1  sonate  da  chiesa  were  reissued  in  Amsterdam 
by  Le  Ccne  in  c  1735  as  Corclli's  op.  7. 

Rolli,  Paolo  Antonio.  See  British  isles  / 
London. 

Rospigliosi,  Giulio  (1600  69).  Pope  Clement 
IX;  the  earliest  and  most  important  Roman 
librettist  of  both  sacred  and  comic  opera. 
Rospigliosi  first  gained  notoriety  while  in  the 
service  of  the  Barberini  family,  at  whose 
Teatro  de'  Quattro  Fontane  the  earliest  set- 
tings of  his  texts  were  performed  notably 
Landi's  fl  Sant'Alessio  (1632),  Virgilio  Maz- 
zocchi  and  Marazzoli's  Chi  soffre,  spen  (1637) 
and  Luigi  Rossi's  elaborate  machine  opera  // 
palazzo  incantato  di  Atlante  (1642).  From 
1644  to  1655  he  was  the  papal  nuncio  in  Spain, 
during  which  time  Marazzoli  collaborated 
with  Abbatini  on  a  setting  of  Dal  male  il  bene 
(1653)  as  a  comic  opera  and  La  vita  humana 
(1656)  as  a  sacred  opera.  In  1657  Rospigliosi 
was  made  a  cardinal  and,  ten  years  later, 
elected  pope,  though  he  reigned  only  two 
years. 

Rossi,  Luigi  (^1597-1653).  One  of  the  leading 
Roman  composers  of  his  day,  esteemed  in 
particular  as  a  composer  of  cantatas;  he  was 
also  a  lutenist  and  keyboard  player,  who 
during  the  late  1640s  served  at  the  French 
Regency  court  of  Anne  of  Austria.  Luigi  Rossi 
spent  his  early  career  in  Naples  where  he  had 
been  a  pupil  of  Giovanni  de  Macque.  In  162 1 
he  entered  the  service  of  the  Borghese  family 
in  Rome  and  six  years  later  married  the  wcll- 
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known  harpist  Costanza  de  Ponte;  in  1633  he 
assumed  the  organist's  post  at  S  Luigi  dei 
Franccsi  which  he  retained  until  his  death.  He 
visited  the  Florentine  court  of  Ferdinando  II 
de'  Medici  but  remained  with  the  Borgheses 
until  1 64 1  when  he  took  up  a  place  among  the 
musicians  of  Cardinal  Antonio  Barberini,  with 
whom  he  became  closely  associated.  Rossi's 
first  opera  (a  seven-hour  epic  given  coherence 
by  its  exquisite  architectural  form),  //  palazzo 
incantato  di  Atlante  (text  by  Rospigliosi), 
caused  much  excitement  during  the  Carnival 
celebrations  at  the  Palazzo  Barberini  theatre 
(Quattro  Fontane)  the  following  year,  as  much 
because  of  its  distinguished  cast  of  singers  - 
among  them  Pasqualini,  Vittori  and  Savioni  - 
ornate  costumes  and  elaborate  machinery  as 
for  its  music.  The  musicians  in  the  Barberini 
household  met,  in  the  spirit  of  an  academy, 
during  the  summer  months  of  1644  at  Rossi's 
home. 

The  Barberinis'  decision  to  live  in  exile  in 
France  from  1645  precipitated  Rossi's  call  to 
Paris  the  following  year:  Cardinal  Mazarin 
was  eager  that  Rossi  should  repeat  his  success 
at  the  French  court.  In  1647  his  second  and 
more  lyrical  opera,  Orfeo  (lasting  six  hours), 
was  performed  by  Italian  singers  including 
Leonora  Baroni,  imported  for  the  occasion  - 
though  only  after  delays  created  by  the  death 
of  Rossi's  wife  and  the  necessary  enlargement 
of  the  Palais  Royal  theatre.  Such  was  its 
success  that  it  was  performed  again  in  honour 
of  the  visiting  English  queen,  Henrietta  Maria, 
and  Rossi's  fervent  wish  that  his  brother-in- 
law  be  awarded  the  benefice  of  the  Vatican's 
Cappella  S  Petronilla  (in  the  gift  of  the  French 
monarch)  was  immediately  granted.  Rossi  also 
composed  cantatas  for  the  queen's  private 
entertainment  and  even  accompanied  the 
Italian  singers  on  these  occasions;  during  the 
court's  residence  at  Fontainebleau,  Rossi 
worked  with  the  French  musicians,  becoming 
friendly  with  the  singer  Pierre  de  Nyert,  whose 
command  of  interpretation  he  much  admired. 
Rossi  returned  to  Rome,  only  to  be  recalled 
to  Paris,  although  this  time  his  fortunes  were 
thwarted  by  the  Fronde;  no  Italian  operas,  or 
other  theatrical  spectacles,  were  produced  in 
Paris  during  1648-9,  when  many  Italians  had 
cause  to  fear  for  their  lives.  Rossi  was  allowed 
to  depart  without  incident  and,  en  route  for 
Rome,  was  reunited  near  Lyons  with  the  Bar- 
berini entourage  in  the  autumn  of  1648. 
Rossi,  Michelangelo  [Michel  Angelo  del 
Violino|  (1601/2-56).  Virtuoso  violinist,  well 
travelled  in  Italy,  whose  mentor  was  Fre- 
scobaldi  and  patrons  included  the  Estc,  Benti- 
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voglio,  Sforza  and  Barberini  families;  he 
composed  keyboard  music  and  at  least  two 
operas.  He  took  part  (in  the  role  of  a  violin- 
playing  Apollo)  in  the  performances  of  his 
first  opera,  Erminta  sul  Giordano,  which  was 
lavishly  produced  (with  sets  by  Bernini)  in 
1633  at  the  Palazzo  Barberini  in  Rome;  his 
second,  Andromeda ,  was  performed  at  the 
1638  wedding  festivities  of  Cornelio  Benti- 
voglio  and  Costanza  Sforza  at  Ferrara.  His 
collection  of  Toccate  e  correnti  (.M640),  for 
organ  or  harpsichord,  is  in  effect  a  pallid 
reflection  of  Frescobaldi's  second  volume 
(1627).  He  spent  the  last  part  of  his  life  in 
Rome,  where  he  was  acquainted  with  the 
Germans  Athanasius  Kircher  and  Caspar 
Schott. 

Sances,  Giovanni  Felice.  See  Central 
Europe  j  Austro-H angary:  Vtenna. 

Savioni,  Mario  (1608-85).  Roman  singer  and 
composer.  At  only  12  years  of  age  Savioni  took 
a  role  in  Filippo  Vitali's  Aretusa  (1620)  and, 
until  his  voice  broke,  was  a  chorister  in  the 
Cappella  Giulia.  In  1642  he  sang  in  Luigi 
Rossi's  lavish  //  palazzo  tncantato  di  Atlante, 
at  the  Palazzo  Barberini  theatre  (Quattro 
Fontane),  and  again  became  associated  with 
the  Vatican  as  a  singer  in  the  papal  choir, 
serving  as  its  director  for  almost  a  decade 
(1650-68).  With  the  exception  of  two  lost  ora- 
torios, Savioni  confined  his  music  to  small 
forms  -  madrigals,  sacred  concertos,  solo 
motets  and  cantatas,  of  which  over  150 
survive. 

Scarlatti,  Alcssandro  (1 660-1 725).  Import- 
ant and  prolific  opera  composer  who  brought 
to  a  conclusion  the  17th-century  Italian  tra- 
ditions of  dramatic  music  initiated  by  Mon- 
teverdi and  developed  by  Cavalli,  Cesti, 
Carissimi  and  Stradella.  Scarlatti's  career  was 
divided  between  Rome  and  Naples.  Sicilian- 
born,  he  was  trained  in  Rome,  and  his  first 
large-scale  works  (an  oratorio  for  the  Oratorio 
del  Ss  Crocifisso  and  the  popular  Git  equivoci 
nel  sembiante)  were  performed  there  when  he 
was  only  19.  His  patrons  from  the  outset  were 
of  the  highest  rank,  among  them  the  exiled 
Queen  Christina  of  Sweden,  the  Cardinals 
Pamphili  and  Ottoboni  and,  in  Florence, 
Prince  Ferdinando  de'  Medici.  In  1684  Scar- 
latti moved  to  Naples,  where  he  took  the  post 
of  maestro  di  cappella  to  the  viceroy,  the 
Marquis  del  Carpio;  he  was  accompanied  by 
his  burgeoning  family  -  which  came  to  include 
ten  children,  two  of  whom  became  pro- 
fessional musicians  -  and  his  younger  brother 
Francesco  (1666-after  1741),  who  was 
engaged  to  lead  the  violins. 


For  the  next  two  decades  Scarlatti  domi- 
nated Neapolitan  opera,  producing  over  40 
works,  which  were  first  performed  at  the  vice- 
regal Palazzo  Reale  and  then  at  the  public 
theatre  of  S  Bartolomeo,  where  Scarlatti  was 
employed  as  the  director  along  with  nine 
singers,  five  instrumentalists  and  a  copyist. 
In  contrast  to  contemporary  five-act  Venetian 
operas,  which  continued  to  rely  upon  myth- 
ological characters  and  stage  machinery,  Scar- 
latti's shorter  three-act  'drammi  per  musica' 
centred  on  the  characterization  of  kings  and 
confidants,  lovers  and  servants.  From  1695 
they  incorporated  three-movement  sinfonias 
which  soon  became  standard  for  all  Italian 
operas.  //  Ptrro  e  Demetrw  (1694)  and  La 
caduta  de'  Decemviri  (1697)  were  particularly 
successful.  While  resident  in  Naples  Scarlatti 
occasionally  returned  to  Rome  to  supervise 
Carnival  performances  of  new  operas,  con- 
tributions to  pasticci  and  cantatas  at  the 
Palazzo  Doria  Pamphili  and  the  Villa  Medicea 
(at  nearby  Pratolino),  as  well  as  oratorios  at 
Ss  Crocifisso,  the  Palazzo  Apostolico  and  the 
Collegio  Clementino.  Astonishingly,  he  also 
produced  at  least  ten  sercnatas,  nine  oratorios 
and  65  cantatas  for  Naples. 

Scarlatti  moved  back  to  Rome  at  the  end  of 
1703,  seeking  a  quieter  life,  as  assistant  maestro 
di  cappella  at  S  Maria  Maggiore  (the  public 
theatres  had  been  closed  by  papal  decree  since 
1700,  so  operas  were  performed  only  occasion- 
ally and  in  private).  In  this  capacity  he  was 
required  to  compose  motets  and  Masses  in 
both  strict  (papal)  and  concertato  styles, 
according  to  the  occasion.  To  augment  his 
income  he  renewed  his  connections  with  the 
cardinals  and  formed  new  ones  with  Marquis 
Ruspoli,  concentrating  now  on  oratorios,  cele- 
bratory sercnatas  and  cantatas.  In  1706  he  was 
elected,  along  with  Pasquini  and  Corelli,  to 
the  Aceademia  dell'Arcadia,  where  he  must 
have  met  Handel  in  1707.  From  1702  until 
1708  he  sent  Prince  Ferdinando  de'  Medici 
quantities  of  oratorios  and  church  music  and 
four  operas,  which  the  prince  had  performed 
at  Siena,  Livorno  and  Florence.  Scarlatti  also 
composed  and  directed  two  five-act  tragedies 
for  the  1707  Venetian  Carnival:  //  Mitridate 
Eupatore  and  //  trwnfo  della  liberta  (both  per- 
formed at  the  Teatro  S  Giovanni  Grisostomo). 
Upon  his  return  to  Rome  he  was  made  maestro 
di  cappella  at  S  Maria  Maggiore,  but  the  salary 
was  so  meagre  that  he  was  ultimately  forced, 
in  1709,  to  return  to  his  posts  in  Naples. 

During  the  next  decade  he  produced  1 1 
operas  employing  greater  instrumental 
resources,  of  which  //  Ttgrane  (17 15)  was  his 
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Neapolitan  masterpiece.  His  'commcdia  in 
musica',  //  trionfo  dellonore  (1718),  was  also 
very  successful.  Inexplicably,  Scarlatti  turned 
to  new  genres,  separate  orchestral  music  (of 
which  1 2  Sinfottie  di  concerto  grosso  were  pub- 
lished in  17 1 5)  and  keyboard  toccatas  which 
demonstrate  his  command  of  fugue  and  vari- 
ation techniques.  He  maintained  his  con- 
nections in  Rome,  returning  there  in  1718 
to  oversee  his  opera  Telemaco  at  the  Teatro 
Capranica,  in  17 19  for  Marco  Attilio  Regolo 
and  finally  in  1721  for  La  Griselda  (his  last 
opera);  he  produced  a  lavish  Messa  di  S  Cecilia 
for  soloists,  chorus  and  strings,  performed 
there  in  October  1720.  His  last  years  were 
spent  in  Naples,  teaching  (Hassc  was  his  pupil 
from  1722),  composing  cantatas  (which  ulti- 
mately numbered  over  600,  mostly  for  soprano 
and  continuo),  a  serenata  and  a  set  of  sonatas 
for  flute  and  strings  (probably  composed  for 
Quantz,  who  visited  him  in  1 724). 

Scarlatti,  Domenico.  See  Iberian  peninsula 
and  colonies  /  Spain. 

Spiridio.  See  Northern  elrope  7  Itinerant 
Musicians. 

Stampiglia,  Silvio  (1664- 1725).  Roman 
librettist  who  collaborated  principally  with 
Giovanni  Bononcini  and  Alcssandro  Scarlatti. 
In  addition  to  opera  librettos,  he  produced 
serenata  and  oratorio  texts  for  Naples,  Rome 
and  Vienna  (where  he  was  in  residence  from 
1707  to  1 7 13).  One  of  his  most  popular  operas 
was  Bononcini's  setting  of  II  trionfo  di  Camilla, 
first  performed  in  Naples  in  1696.  Stampiglia 
became  a  member  of  the  Roman  Accademia 
dell' Arcadia  in  1690. 

Stradella,  Alessandro  (1644-82).  Versatile 
Roman  composer,  whose  flamboyant  private 
life  as  a  Don  Juan  ended  violently  with  his 
murder.  Stradella  was  evidently  a  man  of  inde- 
pendent ways  and  means,  a  composer  by 
choice.  He  lived  until  1677  in  Rome,  where  he 
held  posts  with  Queen  Christina  and  Lorenzo 
Colonna;  he  also  provided  music  for  churches 
and  confraternities.  His  first  dramatic  work 
{Accademia  d'amore)  was  staged  at  the  Palazzo 
Colonna  in  1665,  and  other  commissions  for 
secular  cantatas,  prologues,  intermezzi,  oper- 
ettas and  oratorios  followed.  In  them  he  clearly 
differentiated  between  aria  and  recitative 
though  he  employed  a  variety  of  forms  and 
degrees  of  speech  rhythm  -  and  juxtaposed 
voices  and  instruments  in  concerto  fashion. 
He  composed  idiomatic  sonate  da  chiesa  for 
one  or  two  violins  and  continuo,  and  at  least 
one  sonata  for  trumpet  and  strings;  one  sonata 
di  viole  -  actually  a  concerto  grosso  with  a 
concertino  section  of  two  violins  and  lute  - 
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antedates  the  concern  grossi  of  Corelli  (w  hose 
op.  6  of  17 14  remains  the  earliest  published 
collection). 

In  1669  he  became  involved  (with  the  abbot 
Antonio  Sforza  and  the  violinist  C.A.  Lonati) 
in  an  attempt  to  embezzle  money  from  the 
church,  and  was  forced  to  leave  Rome  in  some 
haste.  He  returned  the  following  year  when 
his  friends  Count  d'Alibert  and  the  librettist 
Filippo  Acciaiuoli  opened  the  Tordinona 
theatre  with  a  new  production  of  Cavalli's 
Scipione  affricano,  incorporating  a  prologue 
and  other  additional  music  by  Stradella.  His 
remarkably  swift  rehabilitation  is  attested  to 
by  commissions  from  the  Colonna  family  for 
music  to  honour  Pope  Clement  X  and  for  the 
1671  wedding  celebrations  of  Anna  Teresa 
Pamphili  Aldobrandini  and  Prince  Giovanni 
Andrea  Doria  of  Genoa. 

When  the  theatres  closed  for  Holy  Year  in 
1675  Stradella  turned  to  sacred  genres, 
although  his  oratorio  5  Giovanni  Battista  (text 
by  Ansaldi),  which  was  presented  at  S  Giov- 
anni dei  Fiorentini  (Corelli  was  among  those 
who  took  part),  was  more  than  usually  resplen- 
dent with  passions  normally  reserved  for 
operas;  this  was  in  part  because  he  preferred 
librettos  -  apart  from  that  of  S  Editta  by 
Orsini  -  which  offered  him  scope  for  devel- 
oping the  characters.  He  also  composed  sacred 
Latin  cantatas  for  a  variety  of  forces. 

Two  years  later,  having  found  it  necessary 
again  to  absent  himself  from  Rome,  Stradella 
went  to  Venice,  where  he  became  romantically 
involved  writh  a  pupil  from  the  Contarini 
family;  together  (and  without  her  family's 
consent)  they  travelled  to  Turin  for  the 
opening  of  Count  d'Alibert's  Teatro  Regio. 
Close  behind  was  a  posse  of  Contarini  men 
who  were  only  just  restrained  by  the  regent 
from  killing  Stradella,  who  quickly  departed 
from  Turin  alone.  He  was  next  heard  of  in 
Genoa,  where  he  spent  the  rest  of  his  short 
life.  His  early  opera  buffa  -  II  Trespolo  tutore 
(^1677)  was  composed  for  Genoa,  and  his 
opere  serie  -  La  forza  delF amor  paterno  (1678) 
and  Le  gare  dell  amor  eroico  (1679)  -  were 
presented  at  the  Teatro  Falcone.  Towards  the 
end  of  his  life  he  composed  an  oratorio, 
Susanna  (1 681;  text  by  Giardini),  for  Modena, 
where  his  music  continued  to  be  performed 
for  more  than  a  decade  after  his  death;  he  was 
murdered  by  a  jealous  soldier,  following  a 
romantic  dispute,  in  Genoa.  In  Rome  his 
opera  //  moro  per  amore  (text  by  Orsini)  was 
given  its  first  performance  at  the  Teatro 
Capranica  in  1695. 
Tecchler,  David  (fi666-after  1747).  The 
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leading  cello  maker  of  the  early  18th-century 
Roman  school.  Tecchler  was  born  in  Augs- 
burg but  worked  in  Rome,  where  he  produced 
a  large  quantity  of  very  large,  very  fine  Cre- 
monese-inspired  cellos;  his  violins  are  more 
Germanic  in  design. 

Teixeira,  Antonio.  See  Iberian  PENINSULA 
and  colonies  2  Portugal. 

Tenaglia,  Antonio  Francesco  (c  1610/ 20- 
after  1661).  Florentine  lutenist  and  keyboard 
player,  composer  of  music  dramas  and 
cantatas.  Tenaglia  worked  mainly  in  Rome 
for  the  Aldobrandini,  Pamphili  and  Barberini 
musical  establishments,  though  he  spent  some 
time  (4-1648)  at  the  Neuburg-Diisseldorf 
court.  In  1653  there  was  a  possibility  of  suc- 
ceeding Luigi  Rossi  at  the  French  court,  but 
a  formal  invitation  was  never  proffered;  he 
participated  in  the  Roman  festivities  for 
Queen  Christina  in  1656.  Tenaglia  was  best 
known  as  a  composer  of  cantatas,  which  were 
considered  by  Berardi  (168 1 )  to  be  the  equals 
of  those  by  Carissimi,  Luigi  Rossi  and  the 
German  Christoph  Bernhard. 

Tcssarini,  Carlo.  Sec  Italy  10  Itinerant 
Musicians. 

Trcgian,  Francis.  See  British  isles  /  London. 

Tricarico,  Giuseppe  (1623-97).  Composer 
and  teacher  from  Gallipoli,  who  worked  in 
Rome  and  Ferrara  before  serving  as 
Kapellmeister  to  the  Viennese  Dowager 
Empress  Eleonora  (1660-3).  Trained  in 
Naples,  Tricarico  spent  the  1640s  and  early 
50s  in  Rome,  where  he  published  church 
music,  such  as  his  Concentus  ecclesiasttci  (1649) 
for  two  to  four  voices.  While  serving  as  maestro 
di  cappella  of  the  Accademia  dello  Spirito 
Santo  at  Ferrara  (1654-9),  and  later  in  Vienna, 
Tricarico  composed  operas  and  oratorios.  In 
1663  he  returned  to  Gallipoli,  where  he  spent 
the  rest  of  his  life  as  a  teacher. 

Valentine,  Robert  (11680-41735).  English 
flautist,  recorder  player  and  composer  of 
chamber  music,  from  a  prominent  musical 
family  in  Leicester.  He  chose  to  spend  most 
of  his  life  in  Rome,  arriving  around  the  turn 
of  the  century,  in  the  entourage  of  Sir  Thomas 
Samwcll  (MP  for  Coventry,  1714-22).  To 
judge  by  the  dedications  of  his  works,  his 
Italian  patrons  were  the  Grand  Duke  of 
Tuscany  and  the  Duke  of  the  Oratina.  He 
returned  to  London  in  1731. 

Valentini,  Giuseppe.  See  Italy  to  Itinerant 
Musicians. 

Valentini,  Pier  Francesco  (41570-1654). 
Noble  Roman  amateur  composer  and  theorist, 
who  was  considered  one  of  the  most  learned 
contrapuntists  of  his  day.  Valentini  studied 


with  G.B.  Nanino,  the  highly  influential 
maestro  di  cappella  at  S  Maria  Maggiore.  In 
1629  he  published  a  collection  of  canons  (the 
best  known  was  the  Illos  tuos)  and,  two  years 
later,  the  remarkable  Canone  net  modo  Salo- 
mons for  96  voices,  which  could  be  expanded 
to  an  apocalyptic  144,000,  singing  at  different 
speeds  and  in  different  metres;  Kircher  cited 
these  works  (with  musical  examples)  in  his 
Musurgia  universalis  (1650).  Valentini  also 
published  collections  of  concerted  motets,  two 
books  of  madrigals  (1654)  and  two  of  can- 
zonet te  (1657).  Much  of  his  music  -  a  large 
number  ot'eanzonette  spirituali  and  at  least  two 
operas  -  is  lost.  He  published  a  Trattato  della 
battuta  musicale  (1643)  on  determining  pulse 
in  a  performance  and  also  wrote  on  tem- 
perament and  tuning,  counterpoint  and  tonal- 
ity. Duplitonio  (MS,  n.d.)  sets  out  his  theory 
of  24  modes  in  which  the  original  12  are  aug- 
mented by  an  additional  dozen  based  on  arith- 
metical subdivisions. 
Vitali,  Filippo.  See  Italy  jo  Itinerant 
Musicians. 

Vittori,  Lorcto  (1600-70).  One  of  the  earliest 
operatic  castratos  (along  with  Marc'Antonio 
Pasqualini);  also  a  composer,  poet  and  libret- 
tist. Vittori  was  discovered  in  the  choir  of 
Spoleto  Cathedral  by  Maffeo  Barberini  (then 
Bishop  of  Spoleto,  but  soon  to  be  Pope  Urban 
V  III),  who  in  1617  introduced  him  in  Rome. 
By  1 6 19  he  was  in  Florence,  taking  part  in 
music  dramas  (such  as  Peri's  and  Gagliano's 
Lo  sposalizio  di  Medoro  e  Angelica)  for  Grand 
Duke  Cosimo  II.  Vittorio  returned  to  Rome 
two  years  later  (after  the  death  of  the  duke), 
secured  the  patronage  of  Cardinal  Lodovico 
Ludovisi  and  joined  the  papal  choir. 

The  esteem  in  which  he  was  held  was  con- 
firmed by  his  elevation  to  'Cavaliere  della 
Milizia  de  Gesii  Cristo'  by  the  pope  (4-1623). 
In  addition  to  his  duties  at  S  Pietro,  he  took 
opera  roles  (such  as  the  sorceress  in  Domenico 
Mazzocchi's  La  catena  d'Adone,  1626)  and 
travelled  freely  to  sing  at  Bologna,  Florence 
and  Parma  (where  he  probably  took  part  in 
Monteverdi's  Mercurto  e  Marie  in  1628).  In 
1637  he  renewed  his  association  with  the  Bar- 
berini family  and  in  1642  sang  with  his  papal 
colleague,  Pasqualini,  in  the  first  performance 
of  Luigi  Rossi's  //  palazzo  incantato  di  Atlante. 
Erythraeus  (G.V.  Rossi)  described  his  manner 
of  singing  in  Pinacotheca,  published  in 
Amsterdam  in  1645. 

Vittori's  surviving  texts  and  music  include 
a  pastoral  opera  La  Galatea  (1639),  another 
secular  drama  La  jiera  di  Pa  lest  r ma,  La  Santa 
Irene  (1644),  La  pellegrma  cost  ante  (1647)  and 
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a  collection  of  monodies  (1649).  He  wrote 
about  his  life  in  verse:  La  Troja  rapila  (1662). 
Weiss,  Silvius  Leopold.  See  Northern 
Europe  7  Itinerant  Musicians. 
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Alborea,  Francesco.  See  Central  Europe  3 

A ust ro- Hungary :  Vienna . 
Babbi,  Gregorio.  See  Italy  jo  Itinerant 

Musicians. 

Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Caffarelli.  See  Italy  to  Itinerant  Musicians. 

Carcsana,  Cristoforo  (11640-1709).  Organ- 
ist, tenor  and  composer,  working  at  Naples 
from  1658.  Caresana  is  thought  to  have  studied 
in  Venice  with  P. A.  Ziani  before  joining  the 
musicians  of  the  Neapolitan  royal  chapel.  In 
1659  he  gained  a  post  as  tenor  and,  eight 
years  later,  that  of  organist;  he  retired  in  1704. 
Caresana  was  a  member  of  the  Congregazione 
deH'Oratorio  (1 659-1 706),  where  he  was 
known  as  'II  Veneziano',  maestro  di  cappella 
at  the  Conservatory  di  S  Onofrio  (1688-90) 
and  from  1699  maestro  of  the  Tesoro  di  S 
Gennaro  at  Naples  Cathedral.  He  composed 
vocal  exercises  (1681),  some  of  which  were 
reprinted  for  use  at  the  Paris  Conservatoire  in 
1 819,  and  a  tutor  with  music  for  two  voices 
(1693),  revealing  by  its  expressiveness  and 
rhythmic  vitality  a  precedent  for  the  music  of 
Pergolesi. 

Cerone,  Pictro.  See  Iberian  peninsula  and 
colonies  /  Spain. 

Corradini,  Francesco.  See  Iberian  pen- 
insula and  colonies  /  Spain. 

Cuzzoni,  Francesca.  See  Italy  10  Itinerant 
Musicians. 

Durante,  Francesco  (1684- 1755).  Neapolitan 
composer,  known  abroad  for  his  church  music, 
and  distinguished  teacher  who  numbered  Per- 
golesi, Paisiello,  Sacchini  and  Piccinni  among 
his  pupils.  Details  of  Durante's  travels  within 
and  without  Italy  are  not  known  with 
certainty.  He  was  thrice  married  and  affiliated 
with  three  of  Naples'  conservatories.  His 
extant  music  encompasses  a  wide  spectrum  of 
liturgical  and  devotional  music,  secular  duets, 
instrumental  concertos  and  keyboard  works. 
Durante  possessed  a  fluent  technique  and  was 
adept  at  composing  in  a  strict  sty  le  as  well  as 

a  mixed  one,  replete  with  highly  expressive 
chromaticism  and  coloratura.  Of  particular 
significance  is  his  eight-voice  Messa  dei  mortt 
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(1746)  and  his  chamber  ducts  based  on  reci- 
tatives from  the  solo  cantatas  of  Alessandro 
Scarlatti.  Durante's  wider  popularity  is 
attested  to  by  Rousseau  and  Burney. 
Faggioli,  Michelangelo  (1 666-1 733).  Neapo- 
litan lawyer,  practising  in  both  canon  and  civil 
courts,  and  amateur  composer,  who  in  1706 
composed  the  music  for  the  earliest  known 
comic  opera  in  Neapolitan  dialect,  La  Cilia 
(text  by  Tullio).  It  was  performed  on  several 
occasions  before  and  after  the  new  year  (1707) 
at  the  palace  of  Fabrizio  Carafa,  Prince  of 
Chiusiano,  and  remarked  upon  in  con- 
temporary Neapolitan  journals.  La  Cilia  was 
a  romantic  village  farce  which  relied  upon 
mistaken  identity  as  iLs  principal  comic  device; 
there  were  66  short  arias,  duets  and  trios,  all 
sung  in  Neapolitan  dialect.  In  1709  Faggioli 
composed  an  oratorio  (title  and  occasion 
unknown)  and  a  cantata  Didone  abbandonata 
da  Enea,  which  shows  him  equal  to  the 
expressive  demands  of  a  serious  and  pathetic 
text. 

Fago.  Neapolitan  father  and  son  who  were 
composers  and  teachers.  Francesco  Nicola 
Fago  (1677— 1745),  known  as  4I1  Tarantino', 
studied  with  Provenzale  at  the  Neapolitan 
Conservatory  S  Maria  della  Pieta  dei  Turch- 
ini,  where  he  himself  taught  for  35  years.  He 
married  the  sister  (Caterina  Speranza  Gri- 
maldi)  of  the  soprano  virtuoso  Nicolini  and, 
of  their  many  children,  Lorenzo  (1704-93) 
followed  in  his  father's  footsteps. 

Francesco  Nicola's  first  post  was  as  primo 
maestro  of  the  Conservatory  di  S  Onofrio 
(1704-8),  but  from  1705  he  was  based  at  the 
Turchini  where  his  pupils  included  Falco, 
Feo,  Majo,  Leo  and  Jommelli,  as  well  as  his 
own  son  Lorenzo.  In  1709  he  added  to  his 
responsibilities  by  taking  on  the  post  of 
maestro  di  cappella  of  the  Tesoro  di  S  Gennaro 
at  Naples  Cathedral,  where  he  succeeded 
Caresana. 

Fago  composed  several  opere  serie  and  in 
1 7 1 2  collaborated  with  Falco  on  an  opera  buffa, 
Lo  Masiello\  but  he  was  known  primarily  as  a 
composer  of  sacred  music.  He  belonged  to  the 
generation  of  Mancini  and  Sarro  -  both  of 
whom  devoted  themselves  to  opera  -  and 
though  he  was  very  much  influenced  by  the 
music  of  Scarlatti  he  preferred  to  compose  in 
the  contrapuntal,  polychoral  style. 

Lorenzo  Fago  succeeded  his  father  at  the 
Tesoro  di  S  Gennaro  in  1731,  having  already 
held  the  post  of  organist  of  the  primo  coro,  and 

six  years  later  was  made  secondo  maestro  at  the 
Turchini,  where  he  assisted  his  father  (until 
1 740)  and  then  Leo;  he  succeeded  Leo  as  primo 
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maestro  in  1744,  remaining  until  1793.  He 
was  more  important  as  a  teacher  than  as  a 
composer  and,  indeed,  devoted  himself  to  pro- 
moting his  father's  music. 
Falco  (De  Falco],  Michele  (?  1688- after 
1732).  Maestro  di  cappella  and  one  of  the  first 
musical  collaborators  of  Neapolitan  opera 
buffa.  Falco  studied  with  F.N.  Fago  at  the 
Conservatorio  di  S  Onofrio  before  becoming 
a  member  of  the  Reale  Congregazione  e  Monte 
dei  Musici  in  17 1 2  (whom  he  served  as  an 
elected  governor,  17 16-31).  His  first  opera 
bujfa,  Lo  Lollo  pisciaportelle  (text  by  Orilia) 
was  given  in  1709  at  the  home  of  Baron  Achille 
Paterno;  it  had  only  one  act  and  required  only 
five  characters.  His  second  comic  opera, 
Lo  Masiello  (text  by  Orilia),  composed  in 
collaboration  with  his  teacher  Fago,  was 
more  elaborate  (in  three  acts  and  incorporat- 
ing vocal  ensembles  elsewhere  in  addition  to 
the  finales);  it  was  performed  before  the 
governor  of  the  Gonservatorio  di  S  Onofrio 
in  1712. 

Farinelli.  See  Italy  10  Itinerant  Musicians. 

Feo,  Francesco  (1691-1761).  Neapolitan 
teacher,  maestro  di  cappella  and  composer, 
whom  Burney  described  as  'one  of  the  greatest 
Neapolitan  masters  of  his  time'.  Feo  studied 
with  F.N.  Fago  at  the  Conservatorio  S  Maria 
della  Picta  dei  Turchini,  along  with  his  con- 
temporaries Leo  and  Majo.  Unlike  Leo  and 
Durante,  Feo  rejected  the  stile  antic 0  -  though 
not  counterpoint  per  se  -  and  instead  explored 
the  polychoral  and  concertato  techniques  he 
had  inherited  from  Fago.  In  171 3  he  made 
his  debut  as  an  opera  composer  with  L'amor 
tirannico  ossia  Zenobia  and  the  following  year 
produced  a  dramma  sacro,  II  martirio  di  S 
Caterina,  for  the  17 14  Neapolitan  Carnival. 
By  the  time  he  took  up  a  teaching  post  at  the 
Conservatorio  di  S  Onofrio  in  1723,  Feo  had 
composed  numerous  comic  scenes  for  Neapo- 
litan performances  of  operas  and  had  written 
music  for  Metastases  1723  reworking  of  D. 
David's  La  forza  della  virtu  -  Metastasio's 
first  tentative  effort  as  a  librettist. 

For  the  next  20  years  Feo  composed 
oratorios,  sacred  cantatas  and  liturgical  music 
for  the  church  of  the  Annunziata,  where  he 
became  maestro  di  cappella  in  1726.  He  also 
produced  opere  serie  and  intermezzi  for  Turin 
and  Rome  and  accepted  commissions  from 
outside  Italy  (serenatas  for  Madrid  in  1738 
and  an  oratorio  for  Prague  the  following  year). 
He  resigned  from  S  Onofrio  in  1 739  to  become 
prima  maestro  of  the  Conservatorio  dei  Poveri 
di  Gesii  Cristo,  but  retired  in  1743  when  the 
conservatory  was  converted  to  a  seminary. 


Gesualdo,  Carlo,  Prince  of  Venosa,  Count  of 
Conza  (r  1 561- 161 3).  Nobleman  and  eccentric 
composer  of  often  bizarrely  chromatic  late- 
Rcnaissance  madrigals,  who,  ironically, 
enhanced  his  fame  by  murdering  his  wife  after 
confronting  her  'in  flagrante  delicto  di  fra- 
grante  peccato'  with  the  Duke  of  Andria 
(1590)  and,  ultimately,  by  going  mad. 
Although  an  accomplished  composer  from  an 
early  age,  Gesualdo  began  publishing  his  mad- 
rigals only  after  taking  up  temporary  residence 
in  Fcrrara  and  marrying  his  second  wife, 
Leonora  d'Este,  in  1594  (he  had  already  pub- 
lished sacred  music  in  the  late  1580s).  Six 
books  appeared  between  1594  and  161 1, 
though  the  music  was  little  affected  by  the 
stylistic  changes  taking  place  elsewhere  in 
Italy  and  represents  the  endpoint  of  a  par- 
ticularly idiosyncratic  compositional  tech- 
nique. 

After  living  in  the  isolation  of  his  estate  at 
Gesualdo,  the  prince  was  greatly  stimulated 
by  the  thriving  musical  life  of  Ferrara,  where 
he  became  friendly  with  Luzzasco  Luzzaschi 
and  other  virtuosos  at  the  ducal  court,  who  in 
turn  influenced  his  subsequent  music,  as  did 
the  microtonal  arcicembalo  (devised  by  Nicola 
Vicenrino)  which  was  among  the  Este  court 
instruments.  When  he  returned  with  his  bride 
to  the  castle  at  Gesualdo  in  1595,  he  sought 
to  create  a  musical  establishment  of  his  own, 
even  engaging  a  palace  printer  (G.G.  Carlino 
of  Naples).  But  he  suffered  from  melancholia 
and  declined;  he  ill-treated  his  wife,  whose 
family  eventually  began  divorce  proceedings, 
and  had  the  added  misfortune  to  lose  both  of 
his  sons,  leaving  no  heir. 

Greco,  Gaetano  (41657-*  1728).  Neapolitan 
keyboard  composer,  maestro  di  cappella  of 
Naples  (1704  20)  and  important  teacher  at 
the  Conservatorio  dei  Poveri  di  Gesii  Cristo 
(1695  1728).  Greco,  himself  a  pupil  of  Ursino, 
taught  Domcnico  Scarlatti,  Porpora,  Piccinni, 
Vinci  and  possibly  Pergolesi.  By  the  vitality 
of  its  musical  invention,  his  own  keyboard 
music  betrays  the  influence  of  Alessandro 
Scarlatti  (with  whom  he  may  have  studied); 
none  of  it  w  as  published  during  his  lifetime. 

Grossi,  Giovanni  Francesco.  See  Italy  10 
Itinerant  Musicians. 

Handel,  George  Fridcric.  Sec  British  isles 
/  London. 

Hasse,  Johann  Adolf.  See  Northern  elrope 
4  Saxony  and  I'huringta:  Dresden. 

Lanzctti,  Salvatore.  See  Italy  /  Piedmont- 
Savoy. 

Leo,  Leonardo  (Ortcnsio  Salvatore  dc) 
(1694-1744).  Important  Neapolitan  composer 
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of  oratorios  and  operas,  who  was  attached  to 
the  viceregal  court  throughout  his  career.  Leo 
was  educated  at  the  Turchini,  where  his  first 
dramma  sacro,  S  Chiara,  o  L'infedelta  abbat- 
tuta,  was  performed  in  17 12;  such  was  its 
reception  that  it  was  repeated  at  the  viceroy's 
palace,  thereby  paving  the  way  for  his  appoint- 
ment there  as  an  organist  a  year  later.  In  17 14, 
while  simultaneously  holding  appointments  as 
maestro  di  cappella  to  the  Marchese  Stella  and 
of  S  Maria  della  Solitaria  as  well  as  the  one  at 
court,  Leo  produced  his  first  opera  seria,  II 
Pisistrato  (text  by  Lalli).  After  the  subsequent 
success  in  17 18  of  his  second  opera,  Sofonisba 
(text  by  Silvani),  he  began  composing  theatre 
music  in  earnest,  producing  at  least  one  serious 
and  almost  as  many  comic  operas  each  year 
from  1720  until  his  death;  to  judge  by  the 
number  of  operas  he  produced,  1735  was  the 
climax  of  his  career. 

Though  not  as  gifted  as  his  contemporaries 
Pergolesi,  Vinci  and  Hasse,  Leo  was  never- 
theless a  craftsman,  able  to  turn  his  skills  to 
whatever  was  required.  As  early  as  1723  Leo 
experimented  with  comic  opera  in  dialect  (la 
'mpeca  scoperta),  contributing  intermezzi  and 
commedie  musicali  of  a  higher  calibre  than 
most.  When  there  was  a  lull  in  the  late  1720s 
in  commissions  from  the  Teatro  S  Bartolomeo 
for  serious  operas,  he  found  opportunities  to 
compose  theatre  music  for  Rome  and  Venice. 
Alessandro  Scarlatti's  death  in  1725  made 
possible  his  appointment  as  first  organist  of 
the  viceregal  chapel,  and  Vinci's  in  1730,  along 
with  Hasse's  departure  for  Dresden,  enabled 
him  once  again  to  command  the  most  import- 
ant commissions  at  S  Bartolomeo.  During  the 
1 730s  he  was  frequently  absent  from  Naples 
in  order  to  supervise  the  performances  of  his 
operas  and  oratorios  (S  Elena  al  Calvario  and 
La  morte  di  Abele  -  both  seem  to  date  from 
1732  -  were  performed  in  1734  and  1738  in 
Bologna). 

Somehow  he  found  time  to  teach  at  the 
Turchini  (1734-7)  and  was  ultimately 
appointed  primo  maestro  in  1741  (having 
served  in  that  capacity  at  the  Conservatorio  di 
S  Onofrio  since  1739).  At  much  this  time 
he  came  into  conflict  with  his  contemporary 
Francesco  Durante  over  the  degree  of  con- 
sonance to  be  ascribed  to  the  interval  of  the 
fourth,  so  that  Neapolitans  were  for  a  time 
divided  between  the  'Leisti'  and  'Durantisti' 
camps. 

Through  the  viceroy  he  received  com- 
missions from  the  Spanish  court,  though  he  is 
not  known  to  have  visited  there.  Instead  he 
assumed  Mancini's  vacated  post  as  court  v  ice- 
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maestro  di  cappella  in  1 737  and  soon  embarked 
on  a  reform  of  Neapolitan  church  music,  com- 
posing a  cappella  works  with  organ  which  fav- 
oured the  use  of  cantus  firmi  and  counterpoint. 
His  most  enduring  work  is  the  M iserere  (1739) 
for  double  choir  and  organ.  Near  the  end  of 
his  life  Leo  wrote  two  treatises,  Instituzioni  0 
regole  del  contrappunto  and  Lezioni  di  canto 
fermoy  of  important  significance  to  the 
development  of  the  Neapolitan  school.  In  the 
1742-3  revivals  of  his  1739  Metastasio  operas 
//  Ciro  riconosciuto  and  Olimpiade  he  incor- 
porated a  chorus  for  the  first  time  in  Neapo- 
litan opera. 

Lonati,  Carlo  Ambrogio.  See  Italy  to  Itin- 
erant Musicians. 

Majo,  Giuseppe  de  (1697—1771).  Organist, 
composer  and  maestro  at  the  Neapolitan  court. 
Majo  experimented  with  opera  buffa  in  the  late 
1720s  (his  Lo  vecchio  avaro  was  performed  at 
the  Teatro  dei  Fiorentini  in  1727).  However, 
between  1736  and  his  death  he  held  a  series 
of  court  appointments,  overcoming  (with  the 
assistance  of  Queen  Maria  Amalia)  the  chal- 
lenges by  Porpora,  Lorenzo  Fago  and  Durante 
to  become  primo  maestro  in  1745.  Though 
required  to  compose  sacred  music,  he  also 
occasionally  produced  a  serenata  or  an  opera 
seria  for  the  Teatro  S  Carlo. 

Mancini,  Francesco  (1 672-1 737).  Neapolitan 
organist,  maestro  di  cappella  and  transitional 
opera  composer,  working  in  the  shadow  of 
Alessandro  Scarlatti.  Mancini  was  trained  at 
the  Conservatorio  S  Maria  della  Pieta  dei  Tur- 
chini. After  the  success  of  his  first  opera 
(Ariovisto)  in  1702  at  the  theatre  of  S  Bar- 
tolomeo, Mancini  attempted  to  succeed  Scar- 
latti (while  he  was  on  leave  in  Florence)  as 
the  Neapolitan  court  maestro  di  cappella.  His 
efforts  did  not  go  altogether  unrewarded: 
the  following  year  he  was  appointed  first 
organist. 

But  his  ambitions  hardly  ended  there:  in 
1707,  during  the  war  of  succession  between 
the  Spanish  and  Austrians,  Mancini  curried 
favour  with  the  Austrians  by  composing  a  Te 
Deum  to  celebrate  their  victory.  In  response 
he  was  made  maestro  di  cappella  by  the  com- 
mander of  the  imperial  forces;  however,  when 
the  Austrian  viceroy  arrived  Mancini  was 
demoted  and  Scarlatti  (who  had  been  in 
Rome)  promptly  reinstated.  He  became 
maestro  di  cappella  of  the  Conservatorio  S 
Maria  di  Lorcto  (1720-35)  and  in  1725  (on 
the  death  of  Scarlatti)  secured  the  long- 
coveted  court  post.  When  the  French  army 
reconquered  Naples  in  1734,  Mancini 
ingratiated  himself  with  the  new  rulers,  who 
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in  turn  allowed  him  to  continue  in  his  post. 

He  was  forced  to  retire  after  suffering  a  stroke 
in  1735.  Mancini  composed  at  least  10  operas, 
as  well  as  serenatas,  cantatas,  oratorios  and 
liturgical  works  for  Naples. 
Mascitti,  Michele.  See  France  /  Paris  and 
Versailles. 

Matteis,  Nicola  (i).  See  British  isles  / 
London. 

Mele,  Giovanni  Battista.  See  Iberian  pen- 
insula and  colonies  /  Spain. 

Nicolini.  See  Italy  to  Itinerant  Musicians. 

Orefice,  Antonio  (/?  1708  34).  Neapolitan 
composer  of  the  first  comic  opera  in  Neapo- 
litan dialect  to  be  performed  on  a  public  stage, 
Patrb  Calienno  de  la  Costa,  performed  at  the 
Teatro  dei  Fiorentini  in  1709.  In  that  same 
year  he  collaborated  with  Mancini  and  Albi- 
noni  on  an  opera  serta,  Engelberta  (text  by 
Pariati,  after  Zeno),  for  the  court.  He  col- 
laborated on  other  works  with  Leo  and  Sarro, 
both  of  whom,  in  addition  to  Vinci,  were 
greatly  influenced  by  him.  Orefice's  seven 
arias  from  Le  finte  ztngare  (171 7)  represent  the 
earliest  surviving  music  from  a  comic  opera  in 
Neapolitan  dialect. 

Palazzotto  c  Tagliavia,  Giuseppe.  See 
Italy  9  Sicily. 

Pergolesi,  Giovanni  Battista  (1710-36). 
Composer  from  lesi  in  Pergola  who  was 
instrumental  in  the  rise  of  opera  buffa,  though 
his  widespread  fame  came  posthumously  the 
result  of  frequent  reprints  of  his  Stabat  mater 
and  performances  abroad  of  his  comic  inter- 
mezzi by  Italian  touring  companies.  The  1752 
performances  of  La  serva  padrona  in  Paris 
ignited  the  'Querelle  des  Bouffons'.  Though 
Pergolesi's  life  was  painfully  short  -  indeed, 
he  is  thought  to  have  suffered  from  a  physical 
deformity  and  tuberculosis  -  and  his  com- 
posing confined  to  a  six-year  period,  he 
produced  a  remarkable  amount  of  music  for 
diverse  Italian  patrons.  His  last  weeks  were 
spent  at  a  Franciscan  monastery  in  Pozzuoli, 
where  he  composed  two  of  his  finest  works, 
the  Stabat  mater  (for  solo  voices  and  strings), 
which  was  composed  for  a  Neapolitan  con- 
fraternity, and  the  Salve  regina  in  C  minor 
(for  soprano  and  strings). 

Pergolesi  studied  at  the  Neapolitan  Con- 
servatorio  dei  Poveri  di  Gesii  Cristo  with 
Greco,  Vinci  and  Durante  during  the  1720s; 
while  there  he  sang  in  the  choir  and,  as  a 
violinist,  led  the  string  band.  His  earliest  work, 
a  dramma  sacro,  Li  prodigi  delta  divina  grazia 
nella  corner sione  di  San  Guglielmo  Duca 
d'Aquttania,  was  performed  at  a  monastery  in 
1 73 1  by  the  conservatory  pupils.  He  tried  his 


hand  at  opera  seria  with  Alessandro  Severo 
(revised  as  Salustia;  text  by  Morelli,  after 
Zeno),  but  it  was  hastily  got  up,  and  the  primo 
uomo,  Nicolini,  fell  fatally  ill  just  before  the 
opening  in  1732,  ensuring  that  it  met  with 
scant  success. 

In  that  same  year,  as  maestro  di  cappella  to 
Prince  Ferdinando  Colonna  Stigliano,  Per- 
golesi composed  his  first  commedia  musicale, 
for  the  Teatro  dei  Fiorentini:  Lo  [rate  'nna- 
morato  (text  in  Neapolitan  dialect  by  Federico) 
delighted  the  audiences.  It  was  important  as 
the  first  and  finest  completely  independent 
musical  comedy.  Towards  the  end  of  1732 
there  was  an  earthquake  in  Naples,  after  which 
thanksgiving  celebrations  were  organized; 
Pergolesi  contributed  a  double-chorus  Mass 
and  Vesper  psalms. 

His  next  and  ultimately  most  important 
opera  buffa  commission  came  from  the  court: 
//  prigionier  superbo  was  performed  during  the 
birthday  celebrations  of  the  empress  in  August 
1733.  In  itrself  //  prigionier  superbo  was  not  of 
great  importance  (it  employed  a  small  cast, 
dispensed  with  a  primo  uomo,  relying  instead 
upon  an  alto  prima  donna),  but  the  intermezzo 
he  composed  to  accompany  it  -  La  serva 
padrona  (text  by  Federico)  -  has,  by  its  sim- 
plicity, vitality  and  apt  characterization, 
become  one  of  the  most  important  musical 
dramatic  works  of  the  18th  century. 

The  following  year  Pergolesi  was  appointed 
\ice-maestro  di  cappella  of  Naples  under  D.N. 
Sarro,  but  w  hen  the  Spanish  troops  threatened 
Naples,  Prince  Ferdinando  and  his  entourage 
departed  for  Rome.  While  Pergolesi  was  there 
his  Mass  in  F  (commissioned  by  another 
Neapolitan  noble,  the  Duke  of  Maddaloni) 
was  performed  with  acclaim  at  S  Lorenzo  in 
Luanda.  When  he  returned  to  Naples  later  in 
1734  it  was  in  the  service  of  the  Duke  of 
Maddaloni;  he  composed  sacred  music  and 
chamber  music  (the  duke  was  a  cellist)  for  his 
household. 

Pergolesi  spared  nothing  in  preparing  his 
last  Neapolitan  opera  serta,  Adriano  in  Siria 
(text  by  Mctastasio)  with  an  intermezzo.  La 
contadina  astuta  (text  by  Mariani).  Through 
the  duke,  Pergolesi  had  been  invited  to 
compose  an  opera  for  the  birthday  of  the 
dowager  queen,  which  was  then  performed  at 
the  Teatro  S  Bartolomeo  late  in  1734.  In  spite 
of  the  virtuoso  arias  he  contrived  for  Caffarelli 
(the  primo  uomo),  the  production  failed  to  find 
favour. 

His  next  opera,  L'Olimptade  (1735;  text  by 
Metastasio),  fared  no  better,  though  for  quite 
different  reasons.  It  was  commissioned  for  the 
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Roman  Carnival  and  performed  at  the  Teatro 
Tordinona.  The  preparations  were  beset  with 
political  intrigue  as  Metastasio  and  the  singers 
battled  for  Pergolcsi's  allegiance;  then  the 
Roman  theatres  were  closed  for  festivals  and 
mourning.  When  the  opera  was  finally  per- 
formed Pergolesi  is  said  to  have  been  struck 
with  an  orange  by  a  member  of  the  audience. 
In  spite  of  its  inauspicious  beginning,  VOl- 
xmpiade  was  very  popular  elsewhere  in  Italy 
during  the  late  1730s  and  early  1740s;  in 
London  a  pasticcio  based  on  it  entitled  Meraspe 
was  performed  in  1742. 

Already  ravaged  by  illness,  Pergolesi  com- 
posed his  last  opera  buffa  during  the  summer 
of  1735:  //  Flamtnio  (text  by  Federico)  was 
performed  at  the  Teatro  Nuovo,  Naples,  that 
autumn.  It  was  an  instant  success  and  con- 
tinued to  be  performed  up  to  1750.  He  began 
a  wedding  serenata,  //  tempo  felice,  for  the 
Prince  of  Sansevero  (to  be  performed  at 
Torremaggiore  in  December  1735)  but 
handed  it  over  to  Nicola  Sabatini  to  finish. 
While  Pergolesi  died  virtually  unknown 
outside  Italy,  in  death  he  achieved  almost 
instant  fame.  Such  was  the  demand  for  his 
music  all  over  Europe  that  his  name  found  its 
way  on  to  other  composers'  works,  increasing 
his  supposed  opera  omnia  many  times  over  and 
obscuring  his  real  legacy. 

Piani,  Giovanni  Antonio.  See  France  /  Paris 
and  V  ersailles. 

Porpora,  Nicola.  See  Italy  10  Itinerant 
.Musicians. 

Porsile,  Giuseppe.  See  Central  elropf  j 
Austro-llungary:  Vienna. 

Provenzale,  Francesco  (41626  1704). 
Neapolitan  composer  -  one  of  the  driving 
forces  behind  the  establishment  of  Neapolitan 
opera  -  and  teacher.  Provenzale  was  par- 
ticularly active  as  an  opera  composer  in  the 
1650s  and  again  in  the  1670s,  although  he 
may  well  have  collaborated  on  some  of  the 
anonymous  operas  performed  there  in  the 
1660s.  His  first  opera,  //  Giro  (1653),  was 
performed  in  1654  with  supplementary  music 
by  Cavalli  at  SS  Giovanni  e  Paolo,  Venice. 
Likewise,  Xerse  ("'1655)  and  Artemisia  (^1657) 
seem  to  have  been  adaptations  of  Cavalli's 
operas  of  the  same  names.  As  a  composition 
instructor  at  the  Neapolitan  Conscrvatorio  S 
Maria  di  Loreto,  Provenzale  encouraged  his 
pupils  to  compose  and  perform  sacred  operas, 
and  in  1672  he  himself  composed  two.  Only 
two  operas  that  are  entirely  his  own  work 
survive,  Lo  schiavo  di  sua  moglie  ( 1 67 1 )  and  La 
Steliidaura  vendicata  (1674);  they  reveal  his 
skill  at  composing  chromatic  laments  and 


freely  alternating  forms.  His  involvement  in 
opera  decreased  as  the  works  of  M.A.  Ziani 
and  Alessandro  Scarlatti  became  popular  on 
the  Neapolitan  stage. 

As  Naples'  maestro  di  cappella,  from  1665 
he  was  dedicated  to  the  development  and 
enrichment  of  the  city's  musical  life.  He  taught 
at  S  Maria  di  Loreto  from  1663  until  1675  and 
was  then  director  of  the  Conscrvatorio  S  Maria 
della  Pieta  dei  Turchini  until  1701;  sim- 
ultaneously he  was  maestro  di  cappella  to  the 
Tesoro  di  S  Gennaro  at  Naples  Cathedral 
(1686-99).  The  only  post  that  eluded  him  was 
that  of  maestro  di  cappella  to  the  viceregal 
court:  P.A.  Ziani  was  appointed  in  1680  and 
Scarlatti  four  years  later;  instead  Provenzale 
had  to  content  himself  with  being  their 
second-in-command  (maestro  onorario). 

Riccio,  Benedetto  (?i678-after  1710).  Neapo- 
litan amateur  composer  who,  with  Faggioli, 
Orefice  and  Mauro,  created  opera  buffa  in 
Neapolitan  dialect.  I  lis  L'alioggiamentare  (text 
by  Gianni)  was  performed  in  17 10  at  the 
Teatro  dei  Fiorentini;  it  contained  57  short 
musical  items,  many  of  which  were  ensembles, 
including  an  onstage  serenata  and  a  dance. 
Riccio  also  composed  an  opera  seria  and  two 
melodrammi  sacri. 

Salvatore,  Giovanni  (d  ?i688).  Neapolitan 
priest,  organist,  composer  and  maestro  di  cap- 
pella. Many  years  after  studying  at  the  Con- 
servatorio  S  Maria  della  Pieta  dei  Turchini, 
Salvatore  returned  to  teach  there  (1662-73). 
I  le  also  held  posts  as  organist  of  S  Severino 
and  maestro  di  cappella  of  S  Lorenzo.  In  the 
course  of  his  work  he  composed  sacred  vocal 
music  and  in  1641  published  in  open  score 
for  organ  his  Rtcercari  a  4  voci,  containing 
riccrcares,  canzonas,  a  set  of  variations  and 
organ  Masses.  His  last  appointments  were  as 
rector  and  maestro  di  cappella  of  the  Con- 
scrvatorio dei  Poveri  di  Gesu  Cristo. 

Sarro,  Domcnico  Natale  (1670- 1744). 
Neapolitan  maestro  dt  cappella  and  opera  seria 
composer,  working  in  the  shadow  of  Leonardo 
Vinci.  Once  a  pupil  at  the  Conservatorio  di  S 
Onofrio,  Sarro  competed  unsuccessfully  for 
the  post  of  maestro  di  cappella  at  court  in  1703, 
but  within  a  year  was  appointed  v\cc-maestro 
di  cappella,  only  to  lose  the  post  in  1708  upon 
the  arrival  of  the  Austrian  viceroy  following 
the  War  of  Succession.  In  order  to  live  he 
composed  sercnatas  to  mark  visits  by  foreign 
dignitaries,  weddings  and  birthdays,  as  well  as 
sacred  operas  for  the  Neapolitan  con- 
fraternities. 

After  composing  a  number  of  opere  serie 
early  in  his  career  (before  the  Austrian  occu- 
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pation),  he  began  again  in  earnest  about  1718. 
Among  his  best  works  were  Alessandro  Severo 
(1719;  text  by  Zeno),  Ginevra  Prtnapessa  di 
Scozia  (1720;  text  by  Salvi)  and  Didone  abban- 
donata  (1724),  which  was  the  first  setting  of  a 
major  Metastasio  libretto  and  antedates 
Vinci's  by  two  years.  In  1728  Sarro  became 
Greco's  successor  as  maestro  di  cappella  to  the 
city  of  Naples  and  in  1737  followed  Mancini 
at  court.  When  the  Teatro  S  Carlo  opened  in 
1737,  Sarro's  Achille  in  Sciro  (text  by  Meta- 
stasio) was  performed. 

Scarlatti,  Alessandro.  See  Italy  7  Papal 
States:  Rome. 

Scarlatti,  Domenico.  See  Iberian  peninsula 
AND  COLONIES  /  Spain. 

Senesino.  Sec  Italy  to  Itinerant  Musicians. 

Strada  del  P6,  Anna  Maria.  See  British 
isles  /  London. 

Strozzi,  Gregorio  (r  1615-1687).  Organist  and 
composer  of  choral,  didactic  and  keyboard 
music.  Strozzi  served  as  an  organist  at  Ss 
Annunziata,  Naples  (1634),  and  then  as  a 
chaplain  in  Amain  (1645),  eventually  becom- 
ing a  doctor  of  both  canon  and  civil  law.  His 
Capricci  da  sonare  cembali,  el  organi  (1687)  is 
a  compendium  of  current  keyboard  forms  and 
one  of  the  last  Italian  keyboard  sources  to  be 
printed  in  open  score. 

Trabaci,  Giovanni  Maria  (ci  575-1647). 
Neapolitan  tenor,  organist  and  composer. 
Trabaci  was  appointed  organist  of  the  Spanish 
viceroys'  chapel  in  1601,  succeeding  Giovanni 
de  Macque  as  maestro  di  cappella  in  16 14. 
From  1603  until  161 1  he  was  associated  with 
the  Capoa  di  Balzo  family  and  from  1625  to 
1630  the  Oratorio  dei  Filippini.  He  composed 
a  wide  variety  of  music,  motets  (some  Gesu- 
aldian  in  character)  -  including  five  volumes 
dedicated  to  the  Virgin  Mary  -  and  other 
sacred  music,  madrigals  and  other  secular 
vocal  forms.  I  le  also  published  two  collections 
of  keyboard  works  (1603  and  161 5),  antici- 
pating the  transformational,  chromatic  style  of 
Frescobaldi;  they  include  ricercares,  canzonas, 
capriccios  and  vcrsets  that  -  except  for  two 
works  for  the  chromatic  harpsichord  -  could 
equally  be  played  by  an  instrumental  en- 
semble. 

Ursino,  Gennaro  (1650-17 15).  Neapolitan 
maestro  di  cappella  and  composer.  Ursino  was 
trained  at  the  Conservatorio  S  Maria  della 
Pieta  dei  Turchini,  where  in  1675  he  was 
appointed  assistant  director  under  Provenzale, 
whom  he  succeeded  in  1701.  Simultaneously, 
from  1686  he  assisted  his  teacher  Giovanni 
Salvatore  -  by  then  director  of  the  Con- 
servatorio dei  Poveri  di  Gesii  Cristo  and 


then  succeeded  him  in  1688;  he  resigned  this 
post  in  1695  but,  after  the  turn  of  the  century, 
took  on  the  maestro  di  cappella  posts  at  two 
churches  and  at  the  Jesuit  college;  he  resigned 
his  post  at  the  Turchini  in  1705.  In  these 
various  capacities  he  composed  a  variety  of 
polychoral  and  concertato  motets,  as  well  as 
sacred  dramatic  works. 

Veneziano.  Father  and  son,  who  worked  in 
Naples  as  organists,  maestri  di  cappella  and 
composers.  Gaetano  Veneziano  (1656  17 16) 
went  to  study  with  Provenzale  at  the  Neapo- 
litan Conservatorio  S  Maria  di  Loreto  in  1666; 
later,  in  1684,  he  became  its  maestro  di 
cappella.  During  the  Spanish  occupation  of 
Naples  he  served  as  the  court  maestro  di  cap- 
pella (succeeding  Alessandro  Scarlatti  in 
1704),  but  relinquished  his  post  when  the 
Austrians  captured  Naples  in  1707.  Veneziano 
composed  sacred  music,  much  of  it  in  a  poly- 
choral style. 

His  son  Giovanni  (1 683-1 742)  also  profited 
briefly  from  the  Spanish  rule:  in  1704  he  was 
made  one  of  three  court  organists  (along  with 
Mancini  and  Domenico  Scarlatti),  though 
they  were  all  dismissed  in  1 707;  28  years  later, 
he  applied  to  be  readmitted  to  the  court  chapel 
(claiming  unfair  dismissal)  and  won.  He  was 
also  associated  with  the  Loreto  and  served  as 
second  maestro  from  17 16.  Veneziano  was  one 
of  the  earliest  Neapolitans  to  compose  comic 
operas  in  the  local  dialect.  Two  of  his  works 
(Lo  mbruoglio  de  li  nomine  and  Patrb  Tonno 
d'Isca,  both  with  texts  by  'Agasippo  Mcr- 
cotellis')  were  performed  at  the  Teatro  dei 
Fiorentini  in  17 14  and  Lo  Pippo  (text  by 
'Persio  Segisto')  the  following  year. 

Vinci,  Leonardo  (n  690- 1730).  Neapolitan 
composer  who  was  prominent  in  the  1720s 
among  the  post-Scarlattian  generation  of  opera 
sena  composers.  Vinci  was  a  pupil  of  Gaetano 
Greco  at  the  Conservatorio  dei  Poveri  di  Gesu 
Cristo  (where  he  served  as  maestro  di  cappella 
in  the  last  years  of  his  life),  before  taking  up 
a  post  as  maestro  di  cappella  to  the  Prince  of 
Sansevero.  While  in  his  service  (1719-24), 
Vinci  became  involved  with  the  circle  of  com- 
posers composing  comedies  in  Neapolitan 
dialect;  from  1722  until  1730  he  composed  at 
least  three  opere  serie  each  year  and  travelled 
between  Naples  and  Venice,  Parma  and  Rome 
to  direct  performances. 

Vinci's  opere  serie  benefited  from  his 
apprenticeship  in  opera  buff'a  and  were  very 
much  a  forum  for  experiments,  such  as  the 
use  of  sonata  form  and  driving  arpeggiated 
ritornellos  (foreshadowing  the  Mannheim 
rocket),  as  well  as  parlando  dialogue  recitatives 
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and  abrupt  harmonic  shifts  without  benefit  of 
modulation.  Didone  abbandonata  (1726;  text 
by  Metastasio)  and  Artaserse  (1729;  text  by 
Mctastasio),  both  composed  for  the  Roman 
Teatro  delle  Dame,  were  among  his  finest 
operas.  Artaserse  was  chosen  for  performance 
on  a  number  of  important  occasions,  including 
a  1 738  gala  performance  at  the  Teatro  S  Carlo 
(which  opened  in  Naples  in  1737)  and  the 
inauguration  of  Dresden's  first  public  opera 
house  in  1746. 

After  the  death  of  Scarlatti  in  1725  Vinci 
became  Mancini's  xke-maestro  di  cappella  at 
the  Neapolitan  court,  a  post  he  continued  to 
hold  until  his  death  (possibly  the  result  of 
poisoning).  Pergolesi  studied  with  him  at  the 
very  end  of  his  life. 


9  Sicily 

Astorga,  Emanuele  (Gioacchino  Cesare 
Rincon)  d'  (i68o-?i757).  Sicilian  baron  of 
Spanish  descent  and  composer  of  cantatas. 
Astorga  composed  an  opera.  La  moglie  nemicay 
which  may  have  had  autobiographical  over- 
tones (his  father  had  earlier  attempted  to 
murder  his  mother),  and  performed  it  pri- 
vately in  1698  at  Palermo  for  a  group  of  aris- 
trocratic  amateurs.  He  spent  some  time  in 
Rome  among  those  intimate  with  Spain's 
papal  ambassador  and  there  he  composed  can- 
tatas on  texts  by  Sebastiano  Biancardi.  With 
Biancardi  he  travelled  to  Genoa,  where  he 
composed  another  opera  (Dafni)  in  1 709,  and 
elsewhere.  Later  that  year  he  was  summoned 
by  Charles  III  to  Barcelona,  remaining  there 
until  Charles  was  made  Holy  Roman 
Emperor.  After  spending  1711-14  in  Vienna 
he  returned  to  Palermo,  inheriting  his  title 
and  lands,  married  and  became  a  senator  of 
Palermo  in  1718.  In  1721  he  and  his  wife 
parted  amicably  and  Astorga  departed  defin- 
itively for  Lisbon. 

Del  Buono,  Gioanpietro.  Mid- 17th-century 
composer  (probably  a  monk)  who  published 
in  Palermo  a  collection  of  Canoni,  oblighi  et 
sonate  in  vane  maniere  sopra  C Ave  maris  Stella 
(1641),  of  which  the  14  harpsichord  sonatas 
are  the  earliest  examples  of  the  genre.  They 
are  self-contained  partite  in  the  style  of  Fre- 
scobaldi  and  employ  a  cantus  firmus  in  the 
lower  of  two  inner  parts;  the  fifth  is  entitled 


'Fuga  cromatica'  and  the  seventh  'Stra- 
vagantc,  c  per  il  cimbalo  cromatico'. 

II  Verso,  Antonio  (?n  560-1621).  Sicilian 
poet,  historian,  prolific  mannerist  composer 
and  teacher  of  Palazzotto  e  Tagliavia.  II  Verso 
was  a  pupil  of  Pietro  Vinci,  whose  music  he 
published  posthumously  and  parodied  slav- 
ishly. With  the  exception  of  a  five-year  stay  in 
Venice  (1600-5),  where  he  came  under  the 
influence  of  Giovanni  Gabrieli,  II  Verso 
worked  all  his  life  in  Palermo  without  an 
official  post,  supporting  himself  by  teaching 
and  composing.  He  left  motets  and  ricercari, 
as  well  as  1 5  books  of  madrigals  for  three,  five 
and  six  voices. 

India,  Sigismondo  d\  See  Italy  10  Itinerant 
Musicians. 

Palazzotto  e  Tagliavia,  Giuseppe  (}c\^"j- 
1633)-  Noble  Sicilian  churchman  who,  along 
with  Sigismondo  d'India,  was  the  most 
important  composer  active  in  Sicily  during  the 
early  part  of  the  17th  century.  Palazzotto  e 
Tagliavia  was  a  pupil  of  II  Verso  and  remained 
in  Sicily  all  his  life,  apart  from  a  year  in 
Naples  (1617)  in  the  service  of  the  viceroy. 
His  excellent  madrigals  show  the  influence  of 
Gesualdo  and  Monteverdi,  as  well  as  that  of 
his  teacher  and  Claudio  Pari  (who  had  pub- 
lished four  collections  in  Palermo  by  1619). 
His  sacred  music  includes  motets  for  one  to 
four  voices  and  continuo  (16 16),  at  least  three 
volumes  of  Sacre  canzoni  musicali  (only  the 
third,  from  1631,  survives)  and  a  collection  of 
Messe  brevi  concertate  (1632)  for  double  choir 
and  organ. 

Patotta,  Matteo.  See  Central  Europe  j 
Austro-Hungary:  Vienna. 

Sportonio,  Marc 'Antonio  I'll  Bolognese'] 
(ri63i-after  1680).  Mezzo-soprano  castrato 
and  composer  who  became  a  leading  figure  in 
the  musical  life  of  Palermo.  Sportonio,  like 
his  friend  Venanzio  Leopardi,  was  a  pupil  of 
Carissimi  at  the  Collegio  Germanico  in  Rome 
before  taking  up  a  post  with  the  Duke  of 
Modena.  He  and  Leopardi  travelled  to  Paris 
at  the  end  of  1646  to  take  part  in  the  per- 
formances of  Luigi  Rossi's  Orfeo  several 
months  later  (1647).  Sportonio  is  next  heard 
of  in  Palermo,  where  in  1655  he  organized 
the  first  performance  of  an  opera,  Cavalli's 
Giasone,  and  took  a  comic  role  in  the 
production.  He  composed  operas  himself, 
among  them  La  Flavia  tmperatrice  (1669), 
Caligola  (1675)  and  La  Fiordispina  (1678), 
which  was  repeated  at  the  viceregal  court  in 
1680  and  at  the  Teatro  S  Bartolomeo,  Naples. 
At  the  end  of  his  life  he  helped  to  found  the 
'Unione  dei  musici'  in  Palermo. 
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Alberti,  Domenico  (t-1710-1746).  Singer, 
who  often  accompanied  himself  on  the  harp- 
sichord, and  composer  of  at  least  three  operas 
and  ahout  36  harpsichord  sonatas  which  estab- 
lished him  as  the  originator  of  the  'Alberti 
bass'.  He  was  trained  by  Biffi  and  I.otti  in 
Venice  and  in  1736  travelled  to  Spain  as  a  page 
to  the  Venetian  ambassador,  where  Farinelli 
heard  and  admired  his  singing.  He  later  took 
up  a  post  in  the  Roman  household  of  Marquis 
Molinari.  His  operas,  dating  from  the  late 
1 730s,  are  settings  of  Metastasian  librettos  for 
Venice;  his  sonatas  (only  14  survive)  are  cast 
in  the  galant  style  and  testify  to  his  refined 
craftsmanship. 

Albrici.  Family  of  Roman  musicians  who  went 
as  far  north  as  Sweden  before  settling  in 
Dresden.  Domenico  Albrici,  a  singer,  and  his 
two  sons,  Vinccnzo  (1631-96)  and  Bartolomeo 
(t- 1 640-87),  left  Rome  in  the  early  1650s,  trav- 
elling through  Germany  to  reach  the  Swedish 
court  of  Queen  Christina.  Vincenzo  had  been  a 
boy  soprano  at  the  Collegio  Germanico  under 
Carissimi  and  since  1646  organist  (and  maestro 
di  cappella)  at  the  Chiesa  Nuova,  while  Bar- 
tolomeo had  sung  in  the  Cappella  Giulia.  For 
three  months  (1652-3)  they  performed  with 
1 5  other  Italian  musicians  at  the  Swedish  court 
(Vincenzo  later  joined  Queen  Christina  in 
Rome  in  1658). 

By  1654  the  two  brothers  had  established 
themselves  at  the  Dresden  electoral  court: 
Vincenzo  was  appointed  joint  vice- 
Kapellmeister  with  Bontcmpi  under  Schiitz; 
Bartolomeo  took  up  the  organ  post,  which  he 
held  until  1666.  Vincenzo  returned  to  Dresden 
from  Italy  in  1662,  but  stayed  only  a  short 
time:  from  1664  until  early  1668  he  was  in 
London  -  where  he  was  joined  by  his  brother 
in  1666  -  at  the  court  of  Charles  II.  Bar- 
tolomeo remained  in  London,  performing  and 
teaching,  and  in  1679  published  some  harp- 
sichord pieces.  Vincenzo  went  back  to 
Dresden,  visited  Paris  and  in  1676  was 
appointed  director  of  Italian  music  at 
Dresden,  but  when  the  Italians  were  dismissed 
four  years  later  he  severed  his  own  long-stand- 
ing connection  there. 

By  temporarily  converting  to  Protestantism 
Vincenzo  gained  the  organ  post  at  the  Leipzig 
Thomaskirche  in  1681,  but  within  months 
opted  for  the  directorship  of  music  at  Prague's 
St  Augustin.  I  lis  Latin  motets  for  voices  and 


instruments  were  preserved  in  Sweden  by 
Gustav  Diiben. 

Algarotti,  Francesco  (1712-64).  Cosmo- 
politan poet,  librettist  and  neo-classic 
reformer,  known  by  his  Saggio  sopra  Fopera 
in  musica  (1755).  After  studies  in  Rome  and 
Bologna,  Algarotti  sought  out  the  intellectual 
centres  of  Europe  -  London,  Paris  (where  he 
lived  with  Voltaire)  and  Berlin,  where  Fred- 
erick the  Great  gave  him  a  post  (1740)  and 
made  him  a  count.  During  the  1740s  he 
worked  at  Dresden  as  well  as  Berlin,  adapting 
and  versifying  Italian  opera  librettos  to  suit 
the  kings  of  Prussia  and  Poland  (August  III 
was  also  Elector  of  Saxony).  In  1753  he 
returned  to  Italy,  in  poor  health,  and  wrote 
the  Saggio. 

Algarotti's  central  point  in  the  Saggio  is  that 
all  aspects  of  music  should  be  subordinated 
to  a  unifying  poetic  idea.  His  preference  for 
severity  and  remoteness  reflected  his  admir- 
ation for  Greek  dramas;  to  illustrate  his 
assertions  he  included  with  the  essay  a  sketch 
for  Enea  in  Troia  (after  Virgil)  and  a  French 
libretto  for  Iphtgenie  en  Aulide  (after  Euripides 
and  Racine),  which  Gluck  set  for  Paris.  His 
well-known  admiration  for  C.  H.  Graun's 
Montezuma  (1755)  was  perhaps  based  partly 
on  the  fact  that  Frederick  the  Great  was  per- 
sonally responsibleforthelibrerto(whichTaglia- 
zucchi  translated  from  French  into  Italian). 

Ariosti,  Attilio  (1666  ?  1729).  Cosmopolitan 
Italian  composer,  monk  and  courtier  who  per- 
formed diplomatic  missions.  Ariosti  was  a 
musician  whose  gifts  as  an  organist  served  him 
in  religious  circles,  and  as  a  harpsichordist, 
cellist  and  viola  d'amore  soloist  at  various 
European  courts.  Known  as  'Fratc  Ottavio' 
(after  his  investiture  as  a  monk  in  1688), 
Ariosti  composed  a  controversial  oratorio,  La 
passione  (1693),  memorable  for  its  mad  scene 
and  programmatic  'sinphonic  infernale'. 
While  briefly  in  the  service  of  the  Duke  of 
Mantua  (1696-7)  he  turned  his  talents  to  opera 
and  had  at  least  two  operas  performed  in 
Venice  (where  the  duke  regularly  spent  the 
Carnival  season). 

From  Mantua  Ariosti  went  by  the  inv  itation 
of  the  electress  to  Berlin,  where  his  presence  - 
a  Catholic  monk  at  a  Protestant  court  created 
a  stir.  Though  he  held  no  official  position,  he 
composed  several  Italian  operas,  the  first  of 
their  kind  to  be  performed  in  Berlin.  But  he 
was,  by  any  standards,  a  controversial  charac- 
ter and  in  1703  was  recalled  to  Italy  by  his 
order;  however,  en  route  he  paused  in  Vienna 
and  was  invited  to  stay.  He  finally  returned  to 
Italy  as  an  agent  of  Joseph  I  in  1707-8.  Ariosti 
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accumulated  substantial  wealth  and  had,  since 
his  days  in  Berlin,  become  accustomed  to  a 
life  of  luxury.  When  Joseph  I  died  in  171 1, 
the  empress-regent  expressed  her  own  dis- 
approval of  him  by  dismissing  him  and  recom- 
mending to  the  pope  that  he  be  expelled  from 
his  order. 

By  1716  he  is  known  to  have  been  in 
London,  w  here  he  appeared  as  a  viola  d'amore 
soloist  between  the  acts  of  Handel's  Amadigi. 
His  six  lessons  for  the  viola  d'amore  (1724), 
dedicated  to  George  I,  remain  his  best-known 
music,  while  his  successful  London  operas 
of  the  1720s,  Coriolano  and  Vespasiano^  have 
faded  into  oblivion,  though  they  do  contain 
further  examples  of  atmospheric  instrumental 
music  and  many  attractive  cantabile  arias. 
When  Ariosti  died,  in  much  reduced  cir- 
cumstances, his  compatriot  Rolli  composed  a 
burlesque  epitaph  which  made  reference  to 
his  undignified  habit  of  begging  money  from 
acquaintances. 

Babbi,  Gregorio  (Lorenzo)  (1708-68).  High 
tenor  who  was  considered  one  of  the  finest 
exponents  of  the  expressive  style;  he  had  a 
tessitura  of  two  octaves  (c-c")  which  he  aug- 
mented with  falsetto  notes.  Babbi  began  his 
career  in  the  service  of  the  Grand  Duke  of 
Tuscany,  before  taking  up  a  post  at  the  Neapo- 
litan court  of  Charles  III  in  1741.  Eventually 
he  and  his  wife,  Giovanna  Guaetta,  became 
part  of  the  company  in  residence  at  the  Teatro 
S  Carlo.  In  1755  he  was  invited  to  Lisbon  to 
sing  in  a  performance  of  Mazzoni's  Antigono. 
He  was  pensioned  in  1759. 

Baroni,  Leonora  (1611-70).  Singer  who  was 
called  'L'Adrianella'  after  her  mother,  Andre- 
ana  Basile  (c  1580-^1640).  Basile  was  an 
accomplished  contralto  and  instrumentalist 
who  by  her  musical  gifts  and  social  position 
(acquired  through  marriage  to  a  Calabrian 
nobleman,  Muzio  Baroni)  helped  to  popu- 
larize the  monodic  style.  She  held  an  appoint- 
ment at  the  Gonzaga  court  in  Mantua  (1610- 
24)  and  was  considered  by  Monteverdi  to  be 
the  finest  singer  of  her  day.  Leonora,  named 
after  the  late  Duchess  of  Mantua,  followed  in 
her  mother's  footsteps,  touring  with  her  so 
that  by  the  age  of  16  her  artistry  and  beautiful 
voice  were  already  widely  acclaimed  in  the 
highest  circles  of  Italian  society. 

In  1633  the  Baroni  family  took  up  residence 
in  Rome  where  their  salon  attracted  large  and 
distinguished  audiences.  Andre  Maugars 
wrote  warmly  of  Leonora  while  he  was  in 
Rome  in  1639.  She  was  regularly  invited  to 
sing  at  the  Palazzo  Barberini;  it  was  there  that 
she  met  the  secretary  to  Cardinal  Barberini, 
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Giulio  Cesare  Castellani  (whom  she  married 
in  1640),  and  Cardinal  Mazarin,  who  arranged 
an  invitation  from  the  Queen  Regent  of  France 
for  Leonora  and  her  husband  to  visit  Paris 
in  1644.  Her  many  accomplishments,  musical 
and  literary,  inspired  contemporary  poets  to 
dedicate  verses  to  her,  among  them  the  future 
Pope  Clement  IX  and  John  Milton,  w  ho  heard 
her  sing  in  Rome. 

Bernacchi,  Antonio  Maria  (1685— 1756). 
Bolognese  alto  castrato,  famous  for  his  tech- 
nical and  artistic  virtuosity,  who  was  much  in 
demand  throughout  Europe  during  the  first 
third  of  the  18th  century.  Bernacchi  was  a 
pupil  of  Pistocchi  at  S  Petronio,  Bologna, 
before  making  his  debut  in  Genoa  in  1703. 
His  first  patron  was  the  Austrian  emperor's 
ambassador  to  Venice,  during  1709-10.  He 
subsequently  spent  much  time  abroad  -  at  the 
electoral  courts  of  Dusseldorf  and  Munich 
(1720-7),  where  he  studied  counterpoint  with 
Bernabci,  at  Mannheim,  at  the  Viennese 
imperial  court  and  in  London  at  the  King's 
Theatre  (1716-17,  1729)  -  while  fulfilling 
heavy  commitments  in  Italy  (he  appeared  in 
at  least  22  Venetian  operas).  Among  the  operas 
in  which  he  made  his  name  were  Orlandini's 
Carlo  Re  d'Alemagna  (Parma,  17 14),  Gaspa- 
rini's  //  Bajazet  (Milan,  1719),  Alcssandro 
Scarlatti's  Griselda  (Rome,  1721)  and  Han- 
del's Lotario  (London,  1729). 

He  was  not  always  popular  -  especially  in 
London,  w  here  in  1729  Senesino  commanded 
more  affection  -  and  was  later  criticized  by 
Algarotti  (1755)  mr  relying  upon  technique 
to  carry  the  day.  A.M.  Zanetti  drew  famous 
caricatures  of  him  (see  Plate  22).  He  retired  to 
Bologna  in  1736  (where  since  1722  he  had 
been  a  member  of  the  Accademia  Filarmonica) 
to  found  an  important  singing-school.  He 
counted  Metastasio,  Farinclli  and  Padre 
Martini  among  his  friends. 

Bcrnardi,  Stefano  (^1585-1636).  Veronese 
maestro  di  cappellay  theorist  and  composer. 
Bernardi  worked  in  Rome,  w  here  he  published 
motets  (for  two  to  five  voices  and  continuo), 
and  Verona,  where  he  produced  a  counter- 
point treatise  (Porta  musicale,  161 5);  he  was 
also  associated  with  the  Bolognese  Accademia 
Filarmonica,  for  whom  he  composed  the  Con- 
cert i  academici  (161 6;  for  three  to  six  singers 
and  players  with  continuo).  He  briefly  held  a 
post  in  the  service  of  Archduke  Carl  Joseph, 
Bishop  of  Breslau  and  Bressanone  (d  1624), 
before  settling  in  Salzburg  in  1624.  Three 
years  later  he  was  made  a  Doctor  of  Law  and 
in  1628  provided  a  Te  Deum  for  12  choirs  for 
the  consecration  of  Salzburg  Cathedral. 
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Among  his  earliest  works  were  three  col- 
lections of  five-part  madrigals,  published  in 
Venice  (1611,  1616  and  16 19),  which  docu- 
ment his  own  transition  from  prima  to  seconda 
prattica.  Even  after  moving  to  Austria  he  con- 
tinued to  publish  music  in  Venice  -  psalms, 
Masses,  motets  and  sacred  concertos.  I  lis  1637 
collection  of  Salmi  concertati  is  particularly 
important  for  the  way  in  which  he  singled 
out  the  soprano  soloist  in  each  of  the  psalms, 
juxtaposing  solos  with  vibrant  four-part 
ripieno  sections. 
Bononcini,  Giovanni.  See  Italy  5  Modena- 
Reggw. 

Bordoni  [Hasse],  Faustina  (1700-81).  Vene- 
tian mezzo-soprano,  considered  one  of  the 
finest  singers  and  actresses  of  her  day,  who 
from  1730  was  the  wife  of  Johann  Adolf  Hasse. 
Patrician  by  birth,  Faustina  Bordoni  became 
a  wealthy  woman  in  her  own  right,  the  bene- 
ficiary of  lavish  awards  from  dukes  and 
princes  and  much  in  demand  at  the  opera 
houses  of  Italy,  Germany  and  England.  She 
was  a  particular  favourite  of  the  Empress  of 
Austria,  endearing  herself  by  performing 
duets  with  Maria  Theresa  (1725-6). 

Once  the  pupil  of  Gasparini  and  the  pro- 
tegee of  the  Marcellos,  she  began  her  career 
in  the  service  of  the  Elector  Palatine.  She 
made  her  opera  debut  in  Venice  in  1 716  in  a 
production  of  C.  F.  Pollarolo's  Ariodante,  and 
she  was  also  heard  there  in  operas  by  Albinoni, 
Lotti,  Gasparini,  Vinci  and  others.  In  1723 
she  sang  in  Torri's  Griselda  at  Munich,  where 
she  was  enthusiastically  received.  In  Vienna, 
where  she  was  heard  in  the  operas  of  Fux  and 
Caldara,  she  was  even  more  sought  after.  In 
1726  she  appeared  in  London  at  the  King's 
Theatre,  with  Cuzzoni  (they  had  already 
appeared  together  in  1718)  and  Senesino,  in 
Handel's  Alessandro.  The  following  two 
seasons  she  appeared  in  productions  by  Ariosti 
and  Bononcini,  as  well  as  by  Handel.  The 
much  publicized  rivalry  between  Bordoni  and 
Cuzzoni  came  to  a  head  during  a  performance 
of  Bononcini's  Astianattt  (6  June  1727); 
nevertheless  they  performed  together  later 
that  year  in  a  St  Cecilia's  Day  concert. 

Bordoni  returned  to  Italy  in  June  1728  to 
sing  at  Florence  and,  during  the  next  few 
years,  in  the  opera  houses  of  Venice,  Parma, 
Turin,  Milan  and  Rome.  After  her  marriage 
to  Hasse  she  devoted  herself  primarily  to  pro- 
moting his  music;  within  a  year  they  were 
installed  at  the  Dresden  court,  where  Hasse 
remained  in  the  post  of  Kapellmeister  and  she 
as  a  virtuosa  da  camera  for  more  than  30  years. 
In  1750  they  visited  Paris,  where  her  singing 


was  still  very  much  admired.  In  the  interim 
she  frequently  returned  to  Italy  to  sing  at 
Venice,  Naples  and  elsewhere  until  her  retire- 
ment in  1 75 1.  Tosi,  Quantz  and  Burney 
praised  her  range,  facility  and  dramatic  flair. 

Caffarelli  [Majorano,  Gaetano]  (1710-83). 
Mezzo-soprano  castrato  who  toured  exten- 
sively in  Italy  and  to  France,  England  and 
Spain.  Born  Majorano,  Caffarelli  took  his 
patron's  name.  After  studies  with  Porpora 
(who  admired  his  voice,  if  not  his  manner)  at 
Naples,  he  went  to  Rome,  where  he  was  heard 
in  opera  roles  from  1726  onwards.  In  1730  he 
became  chamber  virtuoso  to  the  Grand  Duke 
of  Tuscany  and  four  years  later  appeared  with 
Farinelli  in  the  Venetian  production  of  Gemi- 
niano  Giacommelli's  Merope  (text  by  Zeno). 
Shortly  thereafter  he  took  up  a  post  with  the 
King  of  Naples,  enabling  him  to  sing  regularly 
at  the  S  Bartolomeo  and  S  Carlo  theatres. 
He  spent  eight  months  in  London  during  the 
!737~8  season,  where  he  took  the  title  roles  in 
Handel's  Faramondo  and  Serse  at  the  King's 
Theatre.  The  following  year  he  sang  at  a  roy  al 
wedding  in  Spain.  Invitations  from  other 
European  royalty  followed:  he  remained  at 
the  French  court  almost  a  year  during  1753, 
during  which  time  a  Concert  Spirituel  was 
specially  organized  for  him;  his  stay  at  the 
Portuguese  court  two  y  ears  later  enabled  him 
to  purchase  a  dukedom.  He  was  considered  an 
unpleasant  person,  rude  and  unprofessional, 
who  nevertheless  possessed  an  uncommonly 
beautiful  and  well-trained  voice,  surpassed 
only  by  that  of  Farinelli. 

Caldara,  Antonio.  Sec  Central  Europe  j 
Austro-flungary:  Vienna . 

Carestini,  Giovanni  (c  1705-60).  Best  trav- 
elled of  the  Italian  castratos,  who  enjoyed  the 
admiration  of  fellow  musicians  and  monarchs 
alike.  Carestini  made  his  debut  in  Rome  in 
1 72 1  when  he  sang  in  Alessandro  Scarlatti's 
Griselda;  two  years  later  he  sang  in  the  pro- 
duction of  Fux's  Costanza  e  jortezza  at  the 
coronation  of  Charles  VI  at  Prague.  Two 
seasons  at  the  V  iennese  court  were  followed 
by  three  in  London  (1733-5),  where  he  was 
much  acclaimed  in  the  works  of  Handel,  cre- 
ating the  role  of  Ruggiero  in  Alcina.  He 
returned  to  Italy,  only  to  reappear  in  London 
four  years  later.  In  1747  he  took  up  a  post  at 
the  Dresden  court,  from  there  went  to  the 
Berlin  court,  and  then  in  1754  to  St  Peters- 
burg. Burney  pronounced  him  not  only  an 
imaginative  musician  but  also  an  attractive 
person  of  intelligence  and  refinement. 

Castaldi,  Bellerofonte  (1580  1-1 649). 
Colourful  and  well-travelled  Modenese  poet, 
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thcorbist  and  guitarist,  composer  and 
engraver.  From  1603  he  was  forced  to  travel, 
having  been  banished  from  Modena  for  his 
part  in  the  killing  of  his  brother's  murderer, 
and  was  subsequently  imprisoned  several 
times  because  of  his  writings.  He  engraved  his 
own  collections  of  music  -  Capricci  (1622), 
for  two  theorbos,  and  Primo  mazzetto  di  Jion 
music almente  colli  dal  giardino  bellerofonteo 
(1623),  for  one  to  three  voices,  which  carry 
bizarre  titles  and  performance  indications. 
Cesti,  Antonio  [Pietro]  (1623  69).  The  out- 
standing Italian  musician  of  his  day  whose 
final  years  in  Vienna  crowned  his  career.  He 
was  a  Franciscan  monk,  a  composer  of  operas 
and  cantatas  (and  apparently  little  sacred 
music)  and  a  tenor.  Cesti  received  his  musical 
training  in  Rome,  probably  from  Abbatini, 
Luigi  Rossi  and  Carissimi.  His  first  employ- 
ment was  as  a  singer  ( 1 645  8)  at  the  Florentine 
court  of  Ferdinando  II,  Grand  Duke  of 
Tuscany,  and  at  the  Sicnesc  court  of  Prince 
Manias  de'  Medici  (1647).  After  failing  to 
gain  the  post  of  maestro  dt  cappelia  at  Pisa 
Cathedral,  Cesti  went  to  Venice,  where  at 
the  Teatro  SS  Apostoli  in  1649  his  opera 
Orontea  was  enthusiastically  received.  Orontea 
(text  by  Cicognini)  signalled  the  first  real  chal- 
lenge to  Cavalli's  supremacy  in  Venice.  Cesti 
found  time  to  tour  with  opera  companies  while 
producing  further  operas  (Alessandro  vincitor 
di  se  stesso  (text  by  Sbarra)  at  the  Teatro  SS 
Giovanni  e  Paolo  and  //  Cesare  amanle  (text 
by  Varotari)  at  the  Teatro  Grimano,  both  in 
1 651)  and  to  have  an  affair  with  the  singer 
Anna  Maria  Sardelli.  None  of  this  was  favour- 
ably looked  upon  by  his  monastery  in  Arezzo, 
and  Cesti  was  soundly  admonished  for  his 
'dishonourable  and  irregular  life'. 

In  1652  Cesti  sought  refuge  in  the  service 
of  Archduke  Ferdinand  Karl  at  Innsbruck, 
where  he  remained  five  years,  occasionally 
returning  to  Venice.  His  La  Cleopatra  (a 
revision  of  //  Cesare  amante)  inaugurated  the 
archducal  Komodicnhaus  in  1654,  and 
L'Argia  (text  by  Apolloni)  -  replete  with  stage 
machinery  and  four  corps  de  ballet  -  was  per- 
formed the  following  year  to  mark  the  visit  of 
Queen  Christina  of  Sweden.  La  Dori  (text  by 
Apolloni),  first  performed  in  1657  and  later  as 
the  archduke's  contribution  to  the  Florentine 
wedding  celebrations  of  Grand  Duke  Cosimo 
III  and  Marguerite  Louise  d'Orleans,  was  his 
most  successful  opera  for  Innsbruck  (during 
the  next  30  years  it  was  produced  20  times). 

Cesti  returned  to  Rome  in  1658,  apparently 
with  the  encouragement  of  Ferdinand  Karl, 
Cosimo  III  and  Leopold  I,  to  seek  release 
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from  his  vows.  While  there  his  singing  gained 
the  attention  of  Pope  Alexander  VII,  who 
insisted  he  join  the  papal  choir.  Under  the 
threat  of  excommunication  he  nevertheless 
returned  to  Innsbruck  at  the  end  of  1661,  a 
secular  priest  and  a  Knight  of  the  Order  of  S 
Spirito.  His  La  magnanimita  d' Alessandro  (text 
by  Sbarra)  was  performed  for  another  visit  by 
Queen  Christina  in  1662,  and  La  Semirami 
(text  by  Moniglia)  in  1665.  He  maintained  his 
connections  with  the  Venetian  theatres  -  // 
Tito  (text  by  Beregan)  was  produced  at  the 
Teatro  Grimano  in  1666  -  and  with  the 
imperial  court  in  Vienna,  where  he  finally  took 
up  a  post  as  'capelan  d'honorc  und  intendenta 
delle  musiche  thearrali'  in  1666. 

The  next  two  years  were  the  most  fruitful 
and  gratifying  of  his  career:  Le  disgrazie 
d'Amore  (1667;  text  by  Sbarra)  and  the  mag- 
nificent //  porno  dioro  (1668;  text  by  Sbarra) 
are  his  greatest  masterpieces,  the  former  dis- 
tinguished for  its  music,  the  latter  for  its  scale 
and  setting  (five  acts,  24  stage  sets  by  Bur- 
nacini  and  a  large  orchestra;  see  Plates  1 1  and 
12).  He  also  arranged  court  performances  of 
operas  by  Abbatini  and  his  nephew  Remigio 
Cesti.  Cesti  ended  his  days  in  Florence,  where 
he  had  been  made  maestro  di  cappelia. 

61    manuscript   cantatas   survive,  though 

their  provenance  (for  whom,  when  and  where) 
has  yet  to  be  established.  Differences  in  Cesti's 
operas  reflect  the  theatres  for  which  they  were 
composed:  those  for  Venice  require  small 
forces  and  rely  upon  recitative  for  narrative 
and  arias  and  ariosos  for  moments  of  reflect- 
ion; those  for  the  Florentine,  Innsbruck  and 
Viennese  courts  make  use  of  larger  forces 
(including  choruses  and  dancers)  and  more 
complex  scenery,  employing  accompanied 
recitative  for  moments  of  high  drama.  Such 
distinctions  are  not  so  germane  to  the  cantatas. 
He  employed  Monteverdi's  stile  concitato  in 
L'Argia  but  avoided  Cavalli's  descending 
chromatic  ostinato  basses;  he  used  chro- 
maticism to  underscore  emotive  words  and 
scenes.  His  comic  scenes  involving  servants 
were  particularly  adored. 
Chclleri  [Keller),  Fortunato  (1686,90-1757). 
Italian  composer  who  became  Hoj- 
kapellmeister  to  Prince-Bishop  Johann  Philipp 
Franz  von  Schonborn  at  Wiirzburg  in  1722 
and  then  to  the  Landgrav  e  of  Hesse  at  Kassel 
in  1724.  He  was  brought  up  by  his  uncle 
(a  priest  and  maestro  di  cappelia  at  Piacenza 
Cathedral)  when  his  father  (an  amateur 
musician)  emigrated  to  Germany.  He  was  an 
established  opera  composer  before  he  left 
Italy:  his  first  opera,  La  Griselda  (text  by 
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Zeno),  was  performed  at  the  ducal  theatre  in 
Piacenza  in  1707,  and  Alessandro  il  grande 
(text  by  Zeno)  in  Cremona  the  following  year; 
Zenobia  in  Palmira  (text  by  Zeno  and  Pariati) 
was  performed  in  Barcelona  in  1709  and  Milan 
in  1 7 10.  His  own  German  connection  was 
established  in  17 15  when  he  became  maestro 
delta  camera  to  the  Electors  Palatine,  resident 
at  Florence  until  17 19. 

At  Wiirzburg  he  composed  oratorios, 
putting  opera  firmly  aside  except  occasionally 
to  revive  his  old  works,  and  played  in  the 
orchestra  of  the  prince-bishop's  brother, 
Count  Rudolf  Franz  Erwein,  at  Schloss  Wie- 
sentheid.  In  1723  he  was  made  a  privy  coun- 
cillor, but  the  next  year  his  patron  died  and 
Chelleri  sought  the  post  at  Kassel,  whence 
he  visited  London  (1726-7)  and  Stockholm 
( 1 732-4),  after  the  landgrave's  death  and  the 
accession  of  his  son  Friedrich  (1730),  who 
was  also  King  of  Sweden.  Chelleri  published 
instrumental  music  in  London,  Paris,  Amster- 
dam, The  Hague  and  Kassel. 

Corbetta,  Francesco  (ci  61 5  -168 1).  The 
finest  virtuoso  guitarist-composer  of  his  day, 
equally  at  home  at  the  Austrian,  French  and 
English  courts.  Corbetta  taught  in  Bologna, 
where  he  published  a  collection  of  Scherzi 
armonici  in  1639,  and  served  the  Duke  of 
Mantua  (^1643,  at  which  time  he  published  a 
collection  of  Varii  capricii  in  Milan),  before 
touring  abroad.  During  the  late  1640s,  he  was 
in  Austria  in  the  service  of  the  archduke 
(somehow  managing  to  publish  a  second  col- 
lection of  Varii  scherzi  in  Brussels  in  1648); 
during  the  1650s  he  was  in  Paris  at  the  invi- 
tation of  Cardinal  Mazarin. 

At  the  same  time  he  became  a  favourite  of 
the  exiled  Charles  II  and,  as  his  teacher  and 
private  musician,  accompanied  the  king  back 
to  England,  where  the  guitar  was  soon  much  in 
vogue  after  the  Restoration.  By  1671  Corbetta 
was  back  in  Paris,  where  he  published  a 
volume  of  pieces,  entitled  La  Guttarre  royalle 
(dedicated  to  Charles  1 1),  for  voices,  guitar  and 
continuo  (along  with  instructions  for  realizing 
continuo  parts  on  the  guitar  and  a  belated 
refutation  of  charges  of  plagiarism  that  had 
been  levelled  at  him  by  his  pupil  G.  B.  Granata 
in  1659).  He  found  employment  as  maitre  de 
guitarre  to  the  dauphin  (publishing  a  set  of 
ducts  in  1674  as  a  second  v  olume  of  La  Guit- 
arre royalle,  dedicated  this  time  to  Louis 
XIV).  He  returned  to  London  in  1675  for 
the  performances  of  Crownc's  court  masque 
Calisto.  Corbetta  died  in  Paris. 

Cuzzoni,  Francesca  (t-1698-1770).  Famous 
Italian  soprano,  the  riv  al  of  Faustina  Bordoni. 


Cuzzoni  made  her  Venetian  debut  in  the 
company  of  Faustina  Bordoni  in  C.F.  Pol- 
larolo's  Ariodante  (17 18);  they  met  again  in 
London,  where  they  sang  together  in  I  Iandel's 
Alessandro  in  1726  and  Bononcini's  Astianatte, 
though  the  audience  attending  the  6  June  1727 
performance  witnessed  a  scandalous  row 
between  the  two  women.  By  contrast  with 
Faustina,  Cuzzoni  was  an  eccentric  and  tem- 
peramental artist,  neither  beautiful  nor  a  great 
actress.  Her  voice  was  her  gift,  and  her  two- 
octave  compass  (c'-c'")  exceeded  that  of  her 
rival.  Her  intonation,  ornamentation  and 
breath  control  were  extraordinary;  the  sheer 
expressive  power  of  her  voice  was  praised  by 
Tosi,  Quantz,  Le  Blanc,  Mancini  and  Burney. 

In  Venice  she  had  been  a  chamber  virtuoso 
to  the  Grand  Duchess  Violante  of  Tuscany. 
In  London  she  was  a  member  of  Handel's 
Royal  Academy  company,  taking  major  roles 
in  all  his  operas  between  1723  and  1728.  She 
travelled  to  France  in  1724,  where  she  was 
received  with  approbation.  She  returned  to 
Italy  in  1729  to  perform  in  the  opera  houses 
of  Naples,  Venice,  Florence  and  elsewhere, 
before  reappearing  in  London  for  several 
seasons  (1734-6)  with  the  Opera  of  the 
Nobility.  She  continued  to  travel  between 
northern  Europe    to  Amsterdam,  where  she 
was  imprisoned  for  debt  in  1742,  and  London, 
where  the  Prince  of  Wales  arranged  a  benefit 
concert  in  1750  to  meet  her  expenses  -  and 
Italy.  In  her  last  years  she  resorted  to  button- 
making  to  support  herself. 
Dc  Grandis,  Vincenzo  ( 163 1  -1708).  Maestro 
di  cappella  and  composer  at  a  succession  of 
courts,  institutions  and  churches.  His  first 
appointment  was  at  Hanover,  in  the  service  of 
Duke  Johann  Friedrich  of  Brunswick  (1667), 
where  from  1674  until  1680  he  served  as 
maestro  di  cappella.  Simultaneously  he  held 
similar  appointments  in  Rome  at  the  Semi- 
nario  Romano,  the  church  of  the  Gesu  (1670- 
1)  and  with  the  Pamphili  family  (1672 -  4).  De 
Grandis  returned  to  Italy  in  1680  and  two 
years  later  was  appointed  maestro  di  cappella 
of  the  Este  court  at  Modena;  one  of  his  cycle 
of  eight  oratorios  on  the  life  of  Moses  was 
performed  there  each  year,  beginning  in  1682. 
His  last  post  was  at  the  Santa  Casa,  Loreto 
(1685-92).  De  Grandis's  father,  il  Romano' 
(1577- 1 646),  with  whom  he  shared  his  name, 
was  a  singer  and  composer  who  from  1625 
served  as  maestro  di  cappella  of  the  papal  choir. 
Donati,  Ignazio  (n  575-1638).  Maestro  di 
cappella    at    a    succession    of  provincial 
cathedrals  (culminating  in  Milan  in  163 1 )  and 
composer  who  did  much  to  popularize  the 
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small-scale  concertato  motet.  Donati  pub- 
lished four  volumes  of  motets  for  two  to  five 
voices  (1612,  1616,  1618,  1629)  and  two 
volumes  of  solo  motets  (1634,  1636)  which 
incorporate  ornamentation.  He  combined 
both  conservative  and  progressive  elements  in 
his  motets,  preferring  to  set  joyous  texts;  he 
experimented  with  contrasting  groups  of 
voices  and  instruments.  Donates  single  col- 
lection of  psalms  (Salmi  boscarecci,  1623) 
offers  optional  ripieno  parts;  in  an  extended 
preface  he  suggested  practical  ways  to  adapt 
the  works  for  one  to  four  choirs  and  to  add 
instruments  according  to  the  occasion,  and 
described  how  to  vary  the  spatial  disposition 
of  the  musicians. 

Durastanti,  Margherita  {ft  1700-34).  Dra- 
matic soprano,  equally  known  at  home  and 
abroad.  Durastanti  was  in  the  service  of  the 
Marquis  Ruspoli  (1707-15)  in  Rome  when 
Handel  visited  there  in  1707-8.  Handel  com- 
posed many  of  his  Italian  cantatas  for  her,  and 
she  sang  the  role  of  Magdalene  in  the  first 
of  the  Easter  1708  performances  of  his  La 
Resurrezione  (Pope  Clement  XI  intervened 
and  had  her  replaced  by  a  castrato  on  the 
second  night).  Between  1709  and  17 12  Dura- 
stanti divided  her  time  between  Rome  and 
Venice,  where  as  prima  donna  at  the  Teatro  S 
Giovanni  Grisostomo  she  sang  in  operas  by 
Lotti  and  C.F.  Pollarolo,  as  well  as  in  the  title 
role  of  Handel's  Agrippina  (1709). 

In  1719  Veracini  arranged  for  her  to  sing 
with  the  Dresden  court  opera  company,  and 
it  was  at  Dresden  that  Handel  heard  her  in 
Lotti's  Teofane  and  invited  her  to  London 
for  the  following  season  at  the  Haymarket 
Theatre.  She  made  her  London  debut  in  the 
Royal  Academy  of  Music's  production  of 
Porta's  Numttore  and  subsequently  sang  in 
dramatic  works  by  Bononcini,  Alessandro  and 
Domenico  Scarlatti  and  Handel.  When  her 
daughter  was  born  in  1721  (she  was  married 
to  the  musician  Casimiro  Avelloni),  George  I 
and  the  Princess  Royal  stood  as  godparents. 
Soon  afterwards  she  made  a  trip  to  Italy  via 
Munich  (en  route  she  was  robbed  of  all  her 
jewels),  but  returned  to  London  for  the  1722- 
3  and  1723-4  seasons  to  sing  in  operas  by 
Bononcini,  Ariosti  and  Handel.  Handel 
invited  her  to  London  again  in  1733  to  sing  in 
a  series  of  revivals. 

Fabri,  Annibalc  Pio  ['Balino']  (1697-1760). 
Bolognese  tenor,  who  did  much  to  popularize 
the  tenor  voice  at  home  and  abroad,  and  com- 
poser of  oratorios.  Like  Bernacchi  and  many 
others  Fabri  was  a  pupil  of  Pistocchi  and  the 
subject  of  caricatures  by  A.M.  Zanetri.  His 
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first  appointment  was  in  Rome,  in  the  service 
of  the  Marquis  Ruspoli  (1710-1 1),  though  his 
first  public  performance  was  in  Bologna 
( 1 716).  Fabri  continued  to  maintain  his  con- 
nections with  Bologna  as  a  member  of  the 
Accademia  Filarmonica  (from  1719).  Handel 
recruited  him  in  1729  for  London,  where  he 
appeared  at  the  King's  Theatre  with  Bernac- 
chi in  Handel's  new  opera  Lotario,  and  from 
there  he  went  to  Vienna,  where  he  became  a 
virtuoso  to  Emperor  Charles  VI.  He  spent  the 
1738-9  season  in  Madrid,  where  he  appeared 
in  seven  operas  staged  at  the  royal  palace  and 
the  public  theatre.  After  his  retirement  from 
the  Italian  stage  at  the  end  of  1748  he  accepted 
an  appointment  in  the  Portuguese  royal 
chapel,  where  he  remained  until  his  death. 
Farinelli  [Broschi,  Carlo;  Farinello]  (1705- 
82).  Influential  Italian  soprano  castrato  who 
spent  half  of  his  active  career  travelling  and 
the  last  two  decades  resident  in  Madrid;  he  was 
knighted  in  1750  by  Ferdinand  VI.  Metastasio 
and  Burney,  among  others,  considered  him 
the  standard-bearer  of  the  florid  vocal  style  in 
opera  seria  after  1730.  Farinelli  was  the  protege 
of  Porpora  in  Naples  and  through  him  met 
Metastasio,  who  became  a  lifelong  friend.  In 
1720  Farinelli  made  his  debut  in  Porpora's 
scrcnata  Angelica  e  Medoro  and  three  years 
later  took  the  principal  role  in  his  Adelaide. 
The  following  year  he  embarked  on  an 
extended  tour  that  took  him  to  Vienna,  Paris 
and  London,  where  he  joined  Porpora  at  the 
Opera  of  the  Nobility  for  three  seasons (1734- 
7).  He  was  extremely  popular  wherever  he 
went,  so  beautiful  was  his  voice  and  so  superb 
his  technique,  though  he  was  criticized  for 
his  stage  deportment  and  a  tendency  to  over- 
indulge in  spectacular  effects. 

An  engagement  at  the  Spanish  court  proved 
so  felicitous  that  he  gave  up  the  stage  per- 
manently for  the  private  chambers  of  Philip 
V  (until  1746)  and  Ferdinand  VI  (until  1759). 
Farinelli  took  charge  of  the  music  at  the  royal 
chapel  and  ultimately  became  director  of  the 
royal  theatres  (see  Plate  21 ).  During  his  tenure 
the  opera  house  was  redesigned,  and  lavish 
productions  of  Italian  operas  were  staged.  He 
also  acquired  a  herd  of  Hungarian  horses  and 
somehow  became  involved  in  a  project  to 
redirect  the  River  Tagus. 

With  the  accession  of  Charles  III  Farinelli 
returned  to  Italy,  taking  with  him  the  exten- 
sive collection  of  paintings,  keyboard  instru- 
ments and  manuscripts  that  he  had  inherited 
from  Domenico  Scarlatti.  He  retired  to 
Bologna,  where  he  occupied  himself  by 
playing  the  harpsichord  and  viola  d'amore, 
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composing  poetry  and  music,  and  receiving 
callers  such  as  Padre  Martini,  Gluck,  Mozart, 
Casanova,  Burney,  the  Electress  of  Saxony 

and  Emperor  Joseph  II. 
Fedeli,  Ruggiero.  See  Italy  4  V  enice. 
Ferrari,  Benedetto.  See  Italy  4  Venice. 
Ferri,  Baldassare.  See  Northern  Europe  3 

Poland. 

Gnocchi,  Pietro.  See  Italy  4  Venice. 

Grossi,  Giovanni  Francesco  (1653-97). 
Castrato  singer,  known  as  'Siface'  (after  the 
role  he  took  in  Cavalli's  Scipione  affneano  in 
Rome  in  1671),  who  was  murdered  on  the 
road  between  Ferrara  and  Bologna  by  angry 
kinsmen  of  the  Marchesa  Marsili  (with  whom 
Grossi  had  boasted  of  having  an  affair).  From 
1675  Grossi  was  attached  to  Francesco  II 
d'Este,  Duke  of  Modena,  who  allowed  him  to 
tour  extensively  throughout  Italy  and  abroad. 
In  Venice  he  sang  at  the  opening  of  the  Teatro 
S  Giovanni  Grisostomo  in  1678;  in  Rome  he 
gained  the  attention  of  Queen  Christina  of 
Sweden;  in  Naples  he  sang  in  Alessandro  Scar- 
latti's Pompeo  (1684).  At  the  invitation  of  the 
duke's  sister,  James  II's  queen,  Grossi  trav- 
elled to  England  in  1686;  en  route  through 
France  he  stopped  in  Paris,  where  he  was 
much  acclaimed,  though  he  was  not  invited  to 
sing  at  Versailles.  In  London  in  1687  he 
created  a  sensation  when  he  sang  at  the  Cath- 
olic chapel  at  Whitehall  and  again  in  a  private 
concert  at  Pepys's  house.  Purcell  marked  his 
departure  for  Italy  with  a  harpsichord  piece 
entitled  'Sefauchi's  Farewell'  (published  in 
Aiusick's  Handmaid,  1689).  Whatever  his 
musical  gifts,  Grossi  was  said  to  have  been 
tactless  and  self-centred,  choosing  to  sing  only 
when  the  spirit  moved  him. 

India,  Sigismondo  d'  i  1582-1629).  Sicilian 
nobleman,  singer  and  prolific  composer  of 
secular  monody,  second  only  to  Monteverdi 
as  a  composer  of  secular  vocal  music.  As  a 
young  man  (t6oo-io)  D'India  travelled 
widely  throughout  Italy.  He  served  the  dukes 
of  Savoy  and  the  Este  court.  In  1608  he  was  in 
Florence,  where  Vittoria  Archilei  and  Caccini 
performed  his  monodies;  in  Rome  his  music 
was  heard  in  the  palaces  of  Pope  Urban  VIII 
and  his  cardinals.  From  161 1  until  1623  he  was 
in  Turin,  composing  and  directing  chamber 
music  at  the  court  of  the  Duke  of  Savoy.  While 
there  he  produced  ten  collections  of  secular 
music  and  a  favola  pescatona,  Zalizura.  His 
last  years  were  spent  in  Modena  and  Rome. 
At  the  Este  court  in  Modena  he  completed 
his  final  volume  of  madrigals  (containing  an 
extended  cycle  on  Guarini's  //  pastor  fido)  in 
1624,  and  in  1626  his  Requiem  Mass  was 


performed  at  the  funeral  of  Isabella  d'Este. 
In  Rome,  where  he  was  attached  to  Cardinal 
Maurizio  (son  of  the  Duke  of  Savoy),  his  Missa 
'Domtne,  clamavi  ad  te'  was  performed  in  1626 
at  the  Cappella  Giulia. 

D'India  was  master  of  old  and  new  -  truly 
a  man  of  his  time  -  who  composed  and  pub- 
lished polyphonic  madrigals  (from  1606)  and 
monodic  songs  (from  1609)  throughout  his 
life.  For  him,  elaborate  counterpoint  and 
expressive  declamation  were  never  in  con- 
tention. Today  he  is  best  known  for  his  five 
collections  of  monodies  entitled  Musiche,  com- 
prehending 84  strophic  arias,  variations,  solo 
madrigals  and  laments.  The  laments,  set  to  his 
own  texts,  are  among  his  finest  compositions, 
rich  in  rhythmic  variety  as  well  as  unusual  and 
poignant  chromaticism;  they  compare  favour- 
ably with  Monteverdi's. 
Lampugnani,  Giovanni  Battista  (1706-86). 
Milanese  harpsichordist  and  popular  north 
Italian  composer  of  heroic  operas  such  as 
Candace  (1732)  and  Antigono  (1736).  He  was 
the  resident  composer  for  the  1743-4  season 
at  the  King's  Theatre  in  London,  and  while 
there  he  composed  two  bravura  operas, 
Alfonso  and  Alceste  (both  1744),  and  published 
trio  sonatas  in  which  the  first  movements  arc 
cast  in  an  early  sonata  form.  He  was  last  heard 
of  in  Milan  when  he  served  as  second  harp- 
sichordist to  the  young  Mozart  in  the  1770 
performance  of  Mitridate.  He  may  have  been 
related  to  the  oratorio  librettist  of  the  same 
name  (/?  1690-8),  who  served  the  papal  nuncio 
in  Warsaw  and  Vienna  and  was  later  a  Tuscan 
court  correspondent  in  London;  he  wrote  texts 
for  drammi  per  music  a  to  celebrate  royal  wed- 
dings. 

Lcopardi,  Vcnanzio  (^1658).  Well-travelled 
singer  (contralto  and  tenor),  instrumentalist 
and  composer  of  solo  cantatas.  He  worked  in 
Bologna  as  a  musician  and  valet  to  Cardinal 
Colonna,  in  Rome,  where  he  studied  under 
Carissimi  at  the  Collegio  Germanico  (1646), 
in  Paris,  where  he  sang  in  Luigi  Rossi's  Orfeo 
(1647),  and  in  Vienna,  serving  Empress 
Eleonora  (from  1656). 

Lonati,  Carlo  Ambrogio  [4I1  Gobbo  dclla 
Regina']  (^1645 -<  1710/ 15).  Milanese  tenor, 
v  iolinist  and  composer  who  was  closely  associ- 
ated with  Alessandro  Stradella.  Lonati's  first 
appointment  was  at  the  Naples  court  during 
the  mid  1660s,  where  he  took  part  in  a  pro- 
duction of  Cavalli's  Scipione  affneano  (1664). 
From  1668  until  1677  he  was  in  Rome  at  the 
Congregazione  di  S  Cecilia,  where  he  became 
acquainted  with  the  castrato  G.F.  Grossi  and 
Stradella.  In  1673  the  exiled  Swedish  Queen 
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Christina  made  him  the  leader  of  her  string 
band,  hence  his  pathetic  sobriquet  ('the 
queen's  hunchback');  in  the  same  year  he  also 
became  principal  violinist  of  the  prestigious 
orchestra  at  S  Luigi  dei  Franccsi. 

More  coveted  positions  came  his  way 
during  the  next  two  years  -  first  the  job  of 
concertino  v  iolinist  at  the  Oratorio  delle  Stim- 
mate  at  S  Francesco  and  then  at  the  Oratorio 
del  Ss  Crocifisso  at  S  Marcello.  The  collection 
of  sonatas  he  dedicated  to  Leopold  I  in  1701 
no  longer  exists,  but  they  are  said  to  have 
employed  seventh  position,  scordatura  and 
extensive  double-stopping;  unfortunately  only 
a  few  of  his  instrumental  works  survive  to 
document  his  brilliant  violin  technique. 

In  1677  the  public  theatres  were  closed 
by  Pope  Innocent  XI,  prompting  Lonati  and 
Stradella  to  depart  first  for  Venice  and  Turin, 
then  Genoa,  where  Lonati  immediately 
mounted  two  opera  productions  at  the  Teatro 
Falcone  -  Amor  stravagante  (for  which  he 
made  a  few  changes  and  additions  to  Pas- 
quini's  music  of  1673)  and  his  own  Amor  per 
destino.  Soon  after  the  murder  of  Stradella  in 
1682  he  departed  from  Genoa. 

During  the  1680s  he  was  associated  with 
the  Mantuan  court,  though  he  must  have  been 
in  Venice  during  1684-5  f°r  the  production  of 
his  opera  Ariberto  e  Flavio.  In  1686  his  opera 
/  due  germani  rivali  was  given  at  Modena,  as 
well  as  his  only  oratorio  Vinnocenza  di  Davide 
(text  by  Sacrati);  it  was  surely  not  a  coinci- 
dence that  Stradella's  //  Trespolo  tutore  (c  1677) 
was  revived  there  that  year.  In  1687  he 
accompanied  Grossi  to  England  and  by  i6yo 
was  back  in  Genoa  for  the  performance  of  his 
new  opera  Antioco,  principe  della  Siria.  His 
operas  are  characteristic  of  the  late  17th- 
century  Venetian  style,  relying  upon  da  capo 
arias,  brilliant  conccrtantc  instrumental 
accompaniments  and  stile  cone  it  at  o  for 
moments  of  high  drama.  His  cantatas  stand 
alongside  those  of  Stradella  and  Alcssandro 
Scarlatti. 

Madonis,  Luigi.  See  Italy  4  Venice. 

Manelli,  Francesco.  See  Italy  4  Venice. 

Marini,  Biagio  (ci 587-1663).  Brescian  instru- 
mentalist, who  travelled  as  far  afield  as  Brus- 
sels and  Dusseldorf,  and  composer  of 
concerted  sacred  music  and  violin  sonatas 
(most  of  which  are  now  lost).  Marini  served 
as  a  violinist  at  S  Marco,  Venice,  under  Mon- 
teverdi (161 5)  and  at  the  Farnese  court  at 
Parma  (1621),  before  becoming  Kapellmeister 
at  the  Wittelsbach  court  (Neuburg  an  die 
Donau). 

While  still  in  Venice  Marini  published  his 
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earliest  extant  collections  -  two  volumes  of 
sinfonias,  canzonas,  sonatas  and  dances  (for 
two  to  three  players),  which  employ  tremolo 
for  the  first  time  and  indicate  when  the  v  iolin- 
ists should  add  'afTetti'.  In  Marini's  next  sur- 
viving collection  (op.  8)  from  his  period  in 
Germany,  sonatas  and  sinfonias  are  differ- 
entiated in  terms  of  length  and  degree  of  com- 
plexity; one  sonata  requires  scordatura  and  the 
'Capriccio  in  modo  di  un  lira'  triple-stops. 
Over  25  years  separate  op.  8  from  op.  22 
(1655),  which  contains  highly  chromatic 
ensemble  sonatas  in  clearly  defined  da  camera 
and  da  chiesa  forms. 

Marini  returned  to  Italy  in  1649  as  maestro 
dt  cappella  at  S  Maria  della  Scala,  Milan,  but 
held  a  number  of  subsequent  posts  at  Fcrrara, 
Venice  and  Vicenza  during  the  1650s.  His 
last  years  were  divided  between  Brescia  and 
Venice. 

Mauro.  See  Italy  4  Venice. 

Melani.  The  name  of  as  many  as  three  musical 
families  in  Pistoia  during  the  17th  century,  of 
whom  three  sons  of  Domenico  di  Sante  Melani 
(a  bell-ringer  at  Pistoia  Cathedral)  achieved 
prominence:  Jacopo,  Atto  and  Alessandro. 
The  rest  found  employment  in  religious  insti- 
tutions and  at  the  courts  of  the  Duke  of 
Bavaria,  Archduke  Sigismund  of  Austria, 
Archduke  Ferdinand  Karl  at  Innsbruck,  the 
Grand  Duke  of  Tuscany  and  the  exiled  Queen 
Christina  of  Sw  eden. 

Jacopo  Melani  (1623-76)  became  the 
leading  17th-century  composer  of  comic 
operas.  After  travelling  to  Paris  with  his 
brother  Atto  in  1644,  he  settled  down  as 
organist  of  Pistoia  Cathedral,  becoming 
maestro  di  cappella  in  1667.  During  that  time 
he  composed  all  but  one  of  his  operas,  mostly 
for  Florence  (though  the  anonymous  1652 
opera,  Helena  rapita  da  Theseo,  mounted  at 
SS  Giovanni  c  Paolo,  Venice,  may  also  have 
been  his).  Jacopo  belonged  to  the  Florentine 
Accademia  de'  Sorgenti,  for  whom  he  com- 
posed various  intermedin  five  of  his  operas 
(texts  by  Moniglia)  were  presented  by  the 
Immobili  (a  Florentine  dramaturgical 
academy)  at  the  Teatro  della  Pergola  (1657- 
61,  1680).  His  lavish  festa  teatrale,  Ercole, 
performed  as  part  of  the  1661  wedding  cele- 
brations of  Cosimo  III  de'  Medici  and  Mar- 
guerite Louise  d'Orleans,  is  thought  to  have 
influenced  Cavalli's  celebratory  Ercole  amante 
(1662)  and  Cesti's  even  grander  //  porno  d'oro 
(1668).  In  1667  he  moved  to  Rome,  where  the 
following  year  his  operatic  satire  on  absolut- 
ism, //  Girello,  was  performed  (with  a  prologue 
by  Stradella)  at  the  Palazzo  Colonna:  it  proved 
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to  be  extraordinarily  popular,  signalling  a  new 
era  of  Roman  comic  opera. 

Atto  Melani  (1626-17 14)  was  an  alto 
castrato,  diplomat  and  composer  of  solo  can- 
tatas whose  correspondence  chronicling 
musical  events  in  Paris  during  1644-61 
remains  his  most  important  legacy.  Like  his 
brother  Jacopo,  he  benefited  from  the  patron- 
age of  the  Florentine  Prince  Mattias  de' 
Medici,  who  arranged  for  him  first  to  study  in 
Rome  with  Luigi  Rossi  and  M.A.  Pasqualini 
and  then  to  travel  to  Paris,  where  he  took  part 
in  Rossi's  Orfeo  (1647).  Atto  was  at  first  very 
popular  at  the  French  court  where,  having 
survived  the  Fronde,  he  remained  as  a  natu- 
ralized citizen  and  a  gentilhomme  de  la  chambre 
until  shortly  after  the  death  of  his  principal 
patron,  Cardinal  Mazarin,  when  his  star 
declined:  he  was  snubbed  by  Francesco  Buti, 
who  refused  to  include  a  role  for  him  in  the 
libretto  for  Cavalli's  Ercole  amante,  and  then 
had  the  added  misfortune  to  become  involved 
in  the  notorious  Fouquet  scandal  which  ulti- 
mately forced  him  to  return  to  Rome.  During 
his  time  in  Paris  he  had  served  as  a  secret 
diplomatic  courier  between  Mazarin  and 
Mattias  de'  Medici,  to  whom  his  extant  cor- 
respondence was  addressed,  and  soon  after 
arriving  in  Rome  he  became  involved  in  papal 
politics.  He  gave  his  last  public  performance 
in  1668.  Privately,  he  took  credit  for  the  elec- 
tion of  his  patron,  Cardinal  Giulio  Rospigliosi, 
to  the  papacy  in  1667;  Clement  IX  sub- 
sequently arranged  posts  for  Melani's  brothers 
and  paved  the  way  for  Atto's  definitive 
reinstatement  in  1 679  as  politician  and  diplo- 
mat at  the  French  court. 

Alessandro  Melani  (1630- 1703),  a  com- 
poser of  both  sacred  and  secular  music,  served 
as  maestro  di  cappella  at  Orvieto  and  Ferrara 
Cathedrals  before  replacing  his  brother  Jacopo 
at  Pistoia.  Thanks  partly  to  Atto's  influence 
with  Pope  Clement  IX,  he  was  made  maestro 
di  cappella  of  S  Maria  Maggiore,  Rome,  in 
1667  and  of  S  Luigi  dei  Francesi  five  years 
later.  His  Roman  patrons  included  Fer- 
dinando  de'  Medici  and  Francesco  II  d'Este, 
and  he  is  thought  -  on  the  evidence  of  a  1685 
oratorio  -  to  have  performed  diplomatic  as 
well  as  musical  services  for  the  King  of  Poland. 
He  published  three  collections  of  motets  (for 
eight  to  ten  voices)  and  left  many  works  in 
manuscript,  among  them  eight  oratorios  (des- 
tined for  Rome,  Palermo,  Bologna,  Modcna 
and  Florence),  the  most  popular  of  which  was 
a  pasticcio,  II  fratricidio  di  Caino  (1683),  to 
which  Pasquini  and  Alessandro  Scarlatti  also 
contributed     music.     Alessandro's  operas 


include  only  one  for  Rome,  L'empio  punito 
(1669;  text  by  Acciaiuoli),  notable  for  being 
the  first  based  on  the  Don  Juan  story.  It  was 
commissioned  by  Cardinal  Colonna;  others 
were  composed  for  Siena,  Florence,  Modena 
and  Bologna,  reflecting  (as  with  his  oratorios) 
his  many  aristocratic  connections. 

Mingotti.  Venetian  opera  impresarios,  Angelo 
(ri700-after  1767)  and  Pietro  (c  1702-59),  who 
managed  a  travelling  opera  troupe.  The 
company  of  eight  singers  (three  men  and  five 
women)  performed  serious  and  comic  operas 
with  local  orchestras.  From  1736  they  were 
based  in  Graz.  In  1747  they  were  invited  to 
Dresden  to  perform  under  Gluck  for  a  royal 
wedding;  Pictro's  wife  Regina  proved  such  a 
sensation  at  the  electoral  court  (in  Gluck's 
festa  teatrale  Le  nozze  d' Ercole  e  d'Ebe)  that 
she  was  offered  and  accepted  a  post.  The 
troupe  went  on  without  her  to  Copenhagen 
where,  with  royal  patronage,  they  established 
themselves.  The  following  year  they  worked 
again  with  Gluck  in  Copenhagen  and 
Hamburg.  Copenhagen  remained  their  base 
until  1756,  when  Pietro  retired.  Angelo  con- 
tinued his  association  with  the  troupe,  which 
was  based  in  Bonn  during  the  mid  1760s. 

Neri,  Massimiliano.  See  Italy  4  Venue. 

Nicolini  [Grimaldi,  Nicolo]  (1673-1732). 
Leading  Neapolitan  alto  castrato,  as  much 
praised  for  his  acting  as  his  singing,  which  was 
greatly  enhanced  by  formidable  breath  control 
and  a  compass  ofa-f".  Nicolini  was  of  humble 
but  decidedly  musical  origins.  After  studies 
with  Provenzale,  he  made  his  debut  at  the  age 
of  12  in  his  teacher's  opera  La  Stellidaura 
vendicata  (1685).  Much  of  his  career  was 
centred  in  Naples  (where  he  was  attached  to 
the  Cappella  del  Tesoro  di  S  Gennaro  at  the 
cathedral  and  the  royal  chapel)  and  Venice 
(where  in  1705  he  was  knighted).  Nicolini 
mastered  a  huge  repertory,  taking  roles  in  the 
current  operas  of  Alessandro  Scarlatti,  C.  F. 
Pollarolo,  Manzo,  Mancini,  Lotti,  Leo, 
Porpora  and  Vinci  at  the  S  Bartolomeo  theatre 
and  royal  palace  in  Naples,  as  well  as  in  the 
Venetian  operas  of  the  Pollarolos,  Gasparini, 
Caldara,  Albinoni,  Orlandini  and  Hassc. 
During  the  rehearsals  for  Pergolesi's  first 
opera,  Salustia,  Nicolini  became  mortally  ill 
and  had  to  be  replaced. 

He  spent  the  years  1 708- 1 2  and  1 7 1 5- 1 7  in 
London.  On  the  first  trip  he  sang  at  the 
Queen's  Theatre  in  Alessandro  Scarlatti's 
Pyrrhus  and  Demetrius  (arranged  by  Haym, 
partly  in  English  and  partly  in  Italian;  see 
Plate  23);  praise  from  Addison  and  Steele  is 
remarkable  ev  idence  of  his  distinguished  per- 
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formances.  Although  he  sang  (on  contract)  in 
every  opera  staged  at  the  Queen's  Theatre 
during  the  next  three  years,  Nicolini  also 
became  involved  in  the  company  admin- 
istration, advising  on  repertory*  and  how  to 
remodel  the  theatre  in  the  current  Venetian 
style.  After  singing  the  title  role  in  Handel's 
Rmaldo  in  1711  and  171 2,  he  departed  for 
Venice,  but  returned  to  sing  in  Amadigi 

(I7«S). 

Pallavicino,  Carlo  (,/  1688).  Paduan  organist 
and  opera  composer  who  divided  his  career 
between  Padua  (1665-6  and  1673),  Venice 
(where  he  was  maestro  di  coro  at  the  Ospedale 
degli  Incurabili,  1674-85)  and  Dresden  (court 
vice-Kapellmeister,  1667-72;  Kapellmeister, 
1672,  1686-8).  While  working  as  organist  of 
S  Antonio  in  Padua,  Pallavicino's  first  operas, 
Demetrio  and  Aureliano,  were  performed  in 
Venice  at  the  Teatro  S  Moise  in  1666;  // 
tiranno  humiliato  was  given  the  following  year 
at  SS  Giovanni  e  Paolo.  From  1675  to  1685 
his  operas  -  Vespasiano  (1678;  text  by  Corradi) 
in  particular  -  enjoyed  great  popularity. 

On  his  first  trip  to  Dresden  he  joined  Vin- 
cenzo  Albrici,  Bontempi  and  Peranda, 
working  under  Schiitz;  he  returned  there  in 
1686  at  the  request  of  Elector  Johann  Georg 
III  to  take  charge  of  Italian  court  opera. 
He  was  accompanied  on  his  second  journey 
by  his  precocious  14-year-old  son,  Stefano 
Benedetto,  who  two  years  later  was  appointed 
court  poet  (see  Northern  Europe  4  Saxony 
and  Thuringia:  Dresden).  Carlo  began  setting 
one  of  his  son's  librettos  {Anttope)  but  died 
before  completing  it  -  a  task  undertaken  by 
N.  A.  Strungk. 

Pistocchi,  Francesco  Maria  Mamiliano. 
See  Italy  7  Papal  States:  Bologna-Ferrara. 

Porpora,  Nicola  (Antonio)  (1686- 1768). 
Mainstream  Italian  composer  of  vocal  music 
and  opera,  well  known  all  over  Europe,  and 
the  teacher  of  Farinelli,  Caffarelli  and  J. A. 
Hasse.  Porpora  was  born  in  Naples.  He  was 
trained  as  a  musician  at  the  Conscrvatorio  dei 
Poveri  di  Gesu  Cristo  and  fulfilled  his  first 
important  opera  commission,  Agrippina 
(1708),  for  the  royal  palace.  His  early  patrons 
were  the  Prince  of  Hessen-Darmstadt  (resi- 
dent in  Naples  1709-13  as  an  Austrian  army 
general)  -  who  must  have  been  responsible  for 
the  1 7 14  commission  of  Arianna  e  Teseo  (text 
by  Pariati)  at  the  Vienna  Hoftheater  -  and  the 
Portuguese  ambassador  to  Naples. 

From  171 5  until  1721  Porpora  was  maestro 
di  cappella  at  the  Neapolitan  Conservatorio  di 
S  Onofrio  where  he  gained  a  reputation  as 
a  singing-teacher.  At  the  same  time  he  was 
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producing  serenatas  (on  Metastasio's  earliest 
texts,  among  them  Angelica,  1720)  and  more 
operas  for  the  Vienna  Hoftheater.  His  operas 
also  gained  popularity  in  Rome  -  where  he  and 
Domenico  Scarlatti  collaborated  on  Berenice 
regina  d1  Egitto  in  17 18  at  the  Teatro  Capran- 
ica  -  and  in  Milan  and  Reggio  Emilia,  perhaps 
because  they  were  very  conventional,  relying 
heavily  upon  the  virtuoso  display  of  the  singers 
in  the  ubiquitous  da  capo  arias.  In  1726  he 
accepted  the  post  of  maestro  of  the  Venetian 
Ospedale  degli  Incurabili,  in  the  hope  of  one 
day  gaining  the  coveted  post  of  maestro  di 
cappella  at  S  Marco;  when  he  failed,  he 
accepted  the  invitation  proffered  in  1733  by 
the  newly  formed  Opera  of  the  Nobility  in 
London. 

The  Opera  of  the  Nobility  opened  in 
December  1733  with  Porpora's  Arianna  in 
Nasso  (text  by  Rolli),  sung  by  Senesino  and 
others  of  Handel's  singers.  The  company's 
avowed  purpose  was  to  bring  down  Handel's 
Royal  Academy  of  Music,  but  despite  their 
considerable  musical  resources  they  were 
unsuccessful;  by  the  time  they  closed  in  1 737, 
Porpora  had  already  returned  to  Venice, 
having  composed  five  of  his  finest  operas,  an 
oratorio,  a  serenata  and  various  pasticci  on 
their  behalf. 

A  certain  restlessness  now  affected  him,  so 
that  barely  a  year  later  (in  1738)  he  was  back 
in  Naples  as  maestro  di  cappella  at  the  Con- 
servatorio di  S  Maria  di  Lorcto;  then,  in  1742, 
he  was  in  Venice,  first  to  produce  an  opera, 
Statira  (text  by  Silvani),  at  S  Giovanni  Gri- 
sostomo,  and  later  as  maestro  di  coro  at  the 
Ospedale  del  la  Pieti  -  although  he  was  asked 
to  resign  the  following  year  (only  to  take  up  a 
similar  post  at  the  Ospedaletto).  In  addition 
to  his  teaching  duties  he  composed  sacred 
operas  and  oratorios,  Masses,  motets  and  other 
sacred  works  for  these  institutions. 

A  change  of  scene  seemed  to  bring  happier 
results:  from  1747  until  1751  he  was  employed 
at  the  Dresden  court  as  the  singing-teacher  to 
the  electoral  princess.  In  his  first  year  there 
his  opera  Filandro  (text  by  Cassani)  was  per- 
formed at  the  electoral  theatre  under  the  direc- 
tion of  his  former  pupil  Hasse.  He  was  made 
court  Kapellmeister  in  1748  and  Ober- 
Kapellmeister  the  following  year.  He  retired 
and  moved  to  Vienna  during  the  winter  of 
1752-3,  where  he  gave  singing  lessons  to 
aristocratic  ladies;  it  was  very  probably 
through  Metastasio  that  he  met  Haydn,  who 
became  his  valet,  pupil  and  accompanist  at 
lessons.  But  his  final  years  were  spent  in  his 
native  Naples,  in  virtual  poverty. 
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Porta,  Giovanni.  See  Italy  4  Venice. 

Sandoni,  Pietro  Giuseppe.  See  Italy  7  Papal 
States:  Bologna-Ferrara. 

Sbarra,  Francesco.  See  Italy  6  Tuscany. 

Senesino  [Bernardi,  FrancescoJ  (d  1759). 
Sienese  alto  castrato  who  derived  his  name 
from  his  birthplace.  Though  arrogant  and 
difficult  to  work  with,  Senesino  was  a  brilliant 
actor,  unsurpassed  for  his  delivery  of  recit- 
ative, and  a  strong  singer.  His  early  operatic 
career  was  centred  in  Italy,  with  appearances 
in  Venice,  Bologna,  Naples  and  Genoa.  In 
171 7  he  took  up  a  highly  remunerative  post  at 
Dresden  but  was  dismissed  four  years  later 
for  his  insubordination  at  rehearsals;  in  the 
meantime,  Handel  had  heard  him  in  1719 
singing  in  Lotti's  Teofane  and  was  sufficiently 
impressed  to  recruit  him  for  the  second  season 
of  the  Royal  Academy  (1 720-1);  he  appeared 
in  Bononcini's  Astarto  at  the  King's  Theatre 
in  November  1720.  He  remained  with  the 
company  until  it  was  disbanded  in  1728,  then 
went  back  to  Italy  for  two  seasons  before 
returning  to  London  to  sing  with  the  new 
Royal  Academy  company.  After- three  seasons 
under  Handel,  Senesino  joined  the  Opera  of 
the  Nobility  in  1734  under  Rolli  and  Porpora. 
He  returned  definitively  to  Italy  in  1736, 
refused  an  engagement  in  Madrid  (1739) 
and  appeared  in  public  for  the  last  time  in 
1740. 

Steffani,  Agostino.  See  Northern  EUROPE  / 
North  Germany. 

Tesi  (Tramontini),  Vittoria  (1700-75).  Flo- 
rentine contralto,  known  as  'Fa  Moretta',  well 
known  in  Germany  and  Vienna,  as  well  as  in 
Italy.  After  starting  her  career  in  Parma,  in 
the  service  of  Prince  Antonio,  Tesi  went  to 
Dresden  in  17 19  to  sing  with  Durastanti  and 
Senesino  in  the  operas  of  Lotti.  From  1721  to 
1747  she  sang  in  all  the  major  centres  of  Italian 
opera;  in  1739  she  was  in  Madrid  and  in  1741 
at  Frankfurt,  where  she  sang  in  the  coronation 
music  for  the  emperor.  Tesi  took  the  title  roles 
in  Gluck's  Metastasian  Ipermestra  (Venice, 
1744)  and  Semiramide  ruonosciuta  (Vienna, 
1748).  While  in  Vienna  she  also  took  the  title 
roles  in  two  of  Jommelli's  Metastasian  operas 
in  1749.  She  remained  in  Vienna,  where 
during  the  1750s  her  singing  career  declined 
and  she  devoted  more  time  to  teaching.  She 
enjoyed  the  patronage  of  Empress  Maria 
Theresa,  who  made  her  an  honorary  virtuosa 
della  corte  imperialey  and  lived  a  life  of  luxury 
at  what  is  now  the  Palais  Auersperg;  there  she 
met  Casanova  in  1753  and  the  Mozarts  in 
1762.  Her  admirers  included  Quantz, 
Mancini,  Metastasio  and  Burney. 


Tessarini,  Carlo  (c  1690- 1766).  Virtuoso 
violinist,  composer  of  Vivaldian  string  music 
and  author  of  a  violin  tutor  Gramatica  di 
music  a  (1741),  published  in  Rome,  which 
addresses  high-position  playing.  Tessarini 
began  his  career  in  Venice  in  1720  as  a  violinist 
at  S  Marco.  His  first  collection  of  violin 
sonatas  dates  from  1729,  the  year  in  which 
he  became  leader  of  concerts  at  the  Venetian 
Conservatorio  SS  Giovanni  e  Paolo.  From 
1 73 1  until  1757  he  was  associated  with  Urbino 
Cathedral,  although  he  was  frequently  absent 
(on  tour  or  in  residence  elsewhere).  He  served 
Cardinal  Wolfgang  Schrattenbach  in  Brno 
from  1735  to  1738  and  in  Rome  in  1740  and 
1742.  Around  1743  he  travelled  to  France 
and  in  1747  to  the  Netherlands,  settling  in 
Amsterdam  in  1761.  He  published  sonatas, 
trios,  sinfonie,  concertos  and  ouvertures  in  Paris 
and  Amsterdam,  as  well  as  in  Venice. 

Tosi,  Pier  Francesco  (ci  653- 1732).  Castrato, 
composer  of  chamber  cantatas  and  teacher, 
remembered  today  for  his  important  treatise 
on  singing,  Opmumi  de'  cantori  antichi  e 
moderni,  published  in  Bologna  in  1723  (known 
to  English  readers  in  its  1742  translation  by 
J.E.  Galliard  as  Observations  on  the  Florid 
Song).  One  of  the  finest  singers  of  his  day, 
praised  especially  for  his  expressive  style,  Tosi 
was  engaged  in  London  (1692),  at  the  Vien- 
nese court  (1705-11,  as  composer  and  diplo- 
mat to  Count  Johann  Wilhelm  of  the 
Palatinate)  and  the  Dresden  court  (1719),  and 
at  Bologna  (1723).  In  1730  he  took  holy  orders. 

Valentini,  Giuseppe  (1681-1753).  Florentine 
violinist  and  composer.  If  not  actually  a  pupil 
of  Corelli,  Valentini  was  certainly  a  follower 
who  composed  sonatas  for  one  and  two  violins, 
v  iolone  and  continuo;  his  concertos,  however, 
are  more  Vivaldian.  In  all  his  music  he  fav- 
oured remote  keys  and  the  highest  reaches  of 
the  violin.  Only  isolated  details  of  his  life  are 
known.  From  about  1708  until  17 13  he  served 
the  Marquis  Ruspoli  in  Rome.  While  in  the 
service  of  the  Prince  of  Caserta  at  Cisterna, 
Valentini  produced  at  least  two  operas,  La 
finta  rapita  ( 1714)  and  La  costanza  in  amore 
(171 5),  as  well  as  several  oratorios  and 
cantatas.  From  1737  to  1752  he  was  maestro 
of  the  Cappella  Borghese.  Some  of  his  string 
concertos  appeared  in  anthologies  printed  in 
Amsterdam  (1716-17);  other  collections  were 
published  separatelv  as  opp.  7  (17 10)  and  9 
(•724)- 

Veracini,  Francesco  Maria.  See  Italy  6 

Tuscany. 

Vcrocai,  Giovanni  (a  700-?!  747).  Venetian 
violinist  and  composer  who  was  appointed 
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leader  of  the  Breslau  Stadttheater  orchestra  in 
1 727.  Two  years  later  he  entered  the  service  of 
Friedrich  August  I,  Prince-Elector  of  Saxony 
and  King  of  Poland,  thus  obligating  himself 
to  spend  seven  months  of  the  year  at  Dresden 
and  the  remaining  five  at  Warsaw.  He 
remained  with  Friedrich  August  until  1731, 
when  he  and  21  other  musicians  from  the 
Polish  court  were  invited  to  Moscow  for  a  ten- 
month  stay  at  the  court  of  Empress  Anna 
Ivanova;  Verocai  remained  until  1738.  His  last 
appointment  was  as  Kapellmeister  and  opera 
director  at  the  ducal  court  of  Brunswick- 
Wolfenbiittcl,  where  he  annually  composed 
one  or  two  operas  on  Mctastasian  texts,  with 
principal  roles  for  his  German  wife,  who  was 
a  court  singer. 

Vitali,  Filippo  (c\  590- 1653).  Singer,  priest 
and  composer  whose  favola  in  musica,  L'Ar- 
etusa,  was  staged  in  Rome  (1620).  Vitali 
worked  in  Florence  before  joining  the  papal 


choir  as  a  protege  of  the  Barberini  family  in  the 
early  1630s.  In  1642  he  returned  to  Florence  as 
maestro  di  cappella  at  S  Lorenzo,  but  moved 
to  Bergamo  in  1648  to  take  up  a  similar  post 
at  S  Maria  Maggiore.  Vitali  left  both  sacred 
music  (his  1636  Hymni  are  cast  in  the  Roman 
polyphonic  style)  and  secular,  including  a 
number  of  books  of  madrigals,  solo  and 
ensemble  arias  and  Florentine  intermedi. 
Zuccari,  Carlo  (1704-92).  Much-travelled 
violinist  and  composer  from  Casalmaggiorc 
(nr  Cremona).  In  1723  Zuccari  went  to  Vienna 
in  the  entourage  of  Count  Pertusati  and  then 
remained  in  Olomouc  for  four  years.  In  1736 
he  settled  in  Milan,  where  he  founded  a  school 
and  led  orchestras  under  G.  B.  Sammartini. 
In  1 760  he  was  in  London,  where  he  published 
six  Corellian  trio  sonatas  and  a  set  of  12 
adagios  (in  plain  and  ornamented  versions) 
entitled  The  True  Method  of  Playing  an 
Adagio.  He  returned  to  Italy  in  1765. 
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The  Baroque  era  of  French  music  spans  the  reigns  of  four  Bourbon  kings  -  Henri 
IV,  Louis  XIII,  Louis  XIV  and  Louis  XV  -  and  three  regents  -  Maria  dc'  Medici, 
Anne  of  Austria  and  Philippe  of  Orleans.  Almost  all  the  surviving  music  was 
composed  to  meet  the  needs  of  court  and  aristocratic  life,  which  reached  its  zenith 
during  the  reign  of  Louis  XIV  (1661-1715).  The  royal  spectacles  -  entertainments 
combining  poetry  or  drama,  vocal  music,  dance,  processions,  costumes  and  scenic 
effects  created  by  unseen  (if  noisy)  machinery  and  dazzling  fireworks  -  encapsulate 
the  extravagance  and  self-consciousness  of  the  French  court  and  the  desire  of  Louis 
XIV  in  particular  to  impress  the  world.1 

The  palaces,  the  manners  and  the  language  of  the  Ancien  Regime,  so  assiduously 
cultivated  at  the  academy  of  Jean-Antoine  de  Baif  at  the  end  of  the  16th  century 
and  in  the  salons  of  the  femmes  savantes  (or  precieuses,  as  they  were  also  known)  in 
the  17th,  were  aped  by  other  European  courts  as  far  away  as  Stockholm,  Berlin, 
Dresden  and  Turin  well  into  the  18th  century.  But  full  productions  of  French 
operas  were  rarely  mounted  outside  Paris  and  the  royal  chateaux,  among  which 
Versailles  was  pre-eminent.  In  general,  the  French  kings  encouraged  their  subjects 
to  cultivate  a  national  style,  while  the  regents  and  their  ministers  (several  of  whom 
were  foreign-born)  actively  sought  the  invigoration  of  outside  influences,  and  in 
particular  that  of  Italian  art  and  music. 

During  much  of  the  century,  this  tension  was  to  prove  alternately  stifling  and 
creative  as  artistic  freedom  was  first  encouraged  and  then  curtailed.  The  long  shadow 
of  Jcan-Baptistc  Lully,  the  Italian-born  architect  of  French  music  at  the  court  of 
Louis  XIV  and,  by  his  manipulations,  the  sole  composer  and  entrepreneur  of  opera 
in  Paris  during  most  of  the  1670s  and  80s,  continued  to  hang  over  the  next  generation 
of  French  composers  and  almost  as  many  writers  on  aesthetics.  Louis  XIV's 
revocation  of  the  Edict  of  Nantes  in  1685  drove  thousands  of  Protestant  merchants 
and  skilled  craftsmen  into  exile,  seriously  destabilizing  the  French  economy,  which 
was  already  compromised  by  war  debts  and  corrupt  tax  laws.  Had  it  not  been  for 
the  earlier  efforts  of  Louis  XIV's  brilliant  minister  of  finance  Jean-Baptiste  Colbert 
to  centralize  in  Paris  all  the  agencies  of  French  society,  the  great  flowering  of 
literature,  music,  architecture  and  fine  arts  might  never  have  taken  place,  nor  the 
emblems  of  French  wealth  and  culture  conveyed  to  the  rest  of  Europe. 

Cardinal  Richelieu  established  the  Academie  Francaise  in  1635  and  the  Academie 
Royale  de  Peinturc  et  de  Sculpture  in  1648.  Under  Colbert,  five  more  were  founded: 
the  Academie  Royale  de  Danse  (1661),  the  Academie  des  Inscriptions,  Medailles  et 
Belles-Lettres  (1663),  the  Academic  des  Sciences  (1666),  the  Academie  Royale  dc 
Musique  (1669)  and,  finally,  the  Academie  Royale  d' Architecture  (1671).  The 
charisma  of  Louis  XIV,  the  splendour  of  Versailles  and  the  might  of  the  French 
army  cased  the  task  of  the  corps  of  French  diplomats  negotiating  alliances,  treaties 
and  marriages  in  what  was  essentially  a  protracted  struggle  for  the  domination  of 
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Europe  between  the  Bourbons  and  their  Austrian  cousins,  the  Habsburgs,  through- 
out the  17th  century  and  well  into  the  1 8th. 

The  French  fondness  for  spectacles  extended  to  all  segments  of  the  population. 
Before  the  first  Versailles  era  (1683— 171 5)  Paris  had  been  the  royal  showcase  for 
ballets  de  cour,  comedie-ballets  and  tragedies  lyriques.  As  early  as  the  1620s  Louis 
XIII  had  ballets  performed  at  the  Hotel  de  Ville  for  the  pleasure  of  ordinary 
Parisians.  But  even  from  the  time  of  Henri  IV  ballets  had  served  as  a  useful  means 
of  glorifying  the  monarch,  who  was  represented  by  mythological  and  allegorical 
characters  as  an  enlightened  and  benevolent  peacemaker.  By  using  art  as  propaganda, 
the  Bourbon  kings  became  legendary  in  their  own  time,  while  their  subjects  happily 
basked  in  the  reflected  glory. 

Ballets  de  cour1  -  made  up  of  a  loose  series  of  solo  airs,  recited  verses,  danced 
entrees  and  a  grand  ballet  performed  by  the  king  and  several  dozen  nobles  -  were 
regularly  performed  in  the  huge  hall  of  the  Petit  Bourbon,  the  Louvre  and  the  Palais 
Royal.  The  three  Louis  each  danced  principal  roles  in  their  day.  In  1617  Louis 
XIII  danced  the  role  of  the  fire  demon  in  the  Ballet  d'Armide,  a  work  requiring  the 
services  of  64  singers,  28  strings  and  14  lutes.  In  anticipation  of  the  1660  celebrations 
of  the  marriage  of  Louis  XIV  to  the  Spanish  Infanta,  work  began  on  the  Salle  des 
Machines  in  the  Tuilerics  palace;  but  building  delays  meant  that  it  was  not  inaug- 
urated until  1663,  when  the  performances  of  Cavalli's  wedding  opera  Ercole  amante 
(with  Louis  XIV  dancing  the  role  of  the  sun  in  Lully's  entrees)  finally  took  place. 
As  late  as  1720  Louis  XV  appeared  there  in  Lalande's  Les  folies  de  Cardenio,  when 
the  hall  reopened  following  its  refurbishment. 

Midway  through  the  1640s  the  Roman  Cardinal  Barberini  and  his  entourage 
sought  asylum  at  the  French  court.  Cardinal  Mazarin,  the  regent's  chief  minister 
and  an  old  friend  of  the  Barberinis,  eagerly  welcomed  them,  along  with  their 
entourage  that  included  musicians  such  as  the  soprano  Leonora  Baroni  and  the 
castrato  Atto  Melani.  Barberini's  secretary,  the  librettist  Francesco  Buti,  took  charge 
of  the  musicians  and  was  responsible  for  organizing  performances  of  Italian  opera 
and  recruiting  the  designer  and  machinist  Giacomo  Torelli,  as  well  as  a  cast  of 
distinguished  singers  and  the  composer  Luigi  Rossi  himself,  who  in  1647  set  Buti's 
text  for  the  opera  Orfeo.  It  was  performed  at  the  Palais  Royal,  in  Italian  -  though 
with  a  French  prologue  and  ballets  interleaved. 

The  Princes  of  the  Blood,  who  greatly  resented  the  powerful  Cardinal  Mazarin, 
seized  upon  the  opportunity  to  ridicule  him  which  was  offered  by  the  unprecedented 
expense  of  an  opera  production  in  a  foreign  language  few  understood  and  sung  in 
freakish  tones  by  castratos.  Mazarinades  (satirical  songs  about  the  chief  minister) 
were  circulated,  and  the  queen  was  criticized  for  her  part  in  the  patronage  of  the 
Italians.  When  the  princes  briefly  rose  to  greater  power  in  1648,  they  jailed  many 
Italians  who  had  lacked  the  foresight  to  flee;  compelled  to  resort  to  Frenchmen  for 
his  theatrical  entertainments,  Mazarin  cunningly  subverted  them  for  the  purpose 
of  securing  the  throne  for  Louis  XIV.  With  his  support,  Pierre  Corneille  collaborated 
with  Charles  Dassoucy  at  the  Theatre  du  Marais  on  Andromede  (1650),  a  tragedie 
avec  machines,  in  which  the  Sun  was  implored  in  the  prologue  to  halt  his  progress 
across  the  sky  in  order  to  pay  homage  to  the  King  of  France. 

Meanwhile,  the  poet  Isaac  de  Benserade  was  being  commissioned  to  create  ballets 
for  the  annual  Carnival  revels;  his  verses  were  elegant,  topical  and  predictably 
monarchist.  Lully  became  his  principal  collaborator,  not  merely  as  the  composer 
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but  also  as  a  dancer.  Louis  XIV  took  six  roles,  including  that  of  Apollo,  the  Sun 
God,  in  the  165 1  Ballet  du  Roy  des  Festes  de  Bacchus.  The  image  of  the  Sun, 
signalling  the  dawn  of  a  golden  era,  was  chosen  for  Louis  XIV  before  his  birth.  In 
1663  the  sun  was  proclaimed  his  official  emblem  by  the  Academie  des  Inscriptions 
et  Belles-Lettres;  later,  Versailles  and,  indeed,  all  the  royal  chateaux  were  made 
resplendent  with  golden  images  of  the  sun  and  Apollo.  Each  of  the  academies, 
including  the  Academie  Royale  de  Musique,  contributed  in  their  own  way  to  the 
royal  allegory.  Apollo  was,  after  all,  also  the  god  of  music  and  thus  imbued  with  the 
harmony  of  the  cosmos,  as  well  as  the  ruler  of  the  planets  and  the  sun  itself. 

When  in  1652  Mazarin  resumed  his  governorship  of  the  regency,  he  immediately 
reinstated  the  foreign  singers  under  Buti  in  his  cabinet  italien  and  embarked  on  plans 
for  the  production  of  a  new  Italian  opera,  by  Carlo  Caproli.  Le  nozze  di  Peleo  e  di 
Teti  (text  by  Buti)  was  performed  with  a  ballet  whose  intermedes  were  interleaved 
between  the  acts.  The  king  again  took  six  roles;  Torelli  created  machines  that  sent 
a  chariot  across  the  sky  and  a  mechanical  eagle  to  transport  Jupiter.  But  this 
particular  kind  of  marriage  of  French  and  Italian  genres  only  just  survived  Mazarin, 
who  died  in  1661.  The  ill-fated  Ercole  amante  was  his  last  venture.  Here  he  invoked 
the  collaboration  of  Cavalli,  Lully  and  the  machinist  Gaspare  Vigarani;  when  the 
day  came  and  the  theatre  was  not  yet  complete,  Cavalli's  Xerse  was  hurriedly 
mounted  in  its  place,  replete  with  a  French  overture,  a  monarchist  prologue  and  20 
spectacular  ballet  entrees  by  Lully.  When  Ercole  amante  was  finally  presented,  the 
court  journalist  Loret  devoted  200  lines  to  Lully's  ballet  and  only  four  to  Cavalli's 
opera,  which  lasted  six  hours. 

Louis  XIV  learnt  early  and  well  the  efficacy  of  absolutism.  At  home  he  exercised 
control  through  an  elaborate  code  of  etiquette  and  an  extensive  bureaucracy  which 
left  no  one  in  doubt  as  to  his  place.  Having  been  exiled  from  Paris  as  a  child  during 
the  Fronde,  he  retained  little  affection  for  the  city,  pausing  there  only  during 
Carnival  each  year.  He  much  preferred  his  country  chateaux  at  Fontainebleau, 
Versailles,  Marly,  Saint  Germain  and  Chantilly.  As  a  result,  several  thousand 
people  -  nobles,  personal  servants,  musicians,  military  and  maintenance  personnel  - 
were  obliged  to  accompany  him  on  an  annual  circuit.  The  chateaux  were  the  scene 
of  sumptuous  feasts,  theatricals  and  ballets  de  coury  masked  balls,  indoor  and  outdoor 
concerts,  fireworks  and  water  displays,  each  requiring  appropriate  music.  Card 
playing  and  gambling,  intrigue  and  romance  were  counterbalanced  by  daily  attend- 
ance at  Mass,  where,  by  the  king's  command,  music  was  sung  and  played  -  in 
contravention  of  the  restrictions  on  its  use  in  Catholic  services  laid  down  by  the 
Council  of  Trent  a  century  earlier  and  more  recently  by  the  Archbishop  of  Paris 
(1662).  In  1669,  eight  years  after  ascending  the  throne,  Louis  XIV  decided  to 
convert  his  father's  hunting-lodge  at  Versailles  into  a  palace  of  unprecedented 
magnificence;  13  years  later,  in  1682,  the  court  finally  moved  there. 

The  musiciens  du  rot  were  only  one  of  many  groups  of  skilled  servants  at  Versailles. 
They  each  held  one  or  more  positions  in  the  music  of  the  chapel,  chamber  and 
stable  (Ecurie),  a  system  inherited  from  the  reign  of  Louis  XIII  and  greatly 
augmented  in  that  of  Louis  XIV.3  Positions  were  bought  and  sold,  though  most 
often  they  were  inherited.  Ordinaires,  as  they  were  known,  were  recruited  from  the 
lower-middle  class  Parisian  families  of  musicians  belonging  to  the  Confrerie  de  St 
Julien-des-Menestriers.  Their  salaries  depended  upon  rank,  tenure  and,  in  some 
cases,  the  instrument  they  played;  those  attached  to  the  chamber  were  paid  the 
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most.  They  divided  their  time  according  to  three-month  semesters,  commuting 
between  Versailles  and  Paris,  where  they  performed,  composed  and  taught  the 
daughters  of  the  aristocracy  (and,  during  the  course  of  the  period,  the  rich  bour- 
geoisie) -  from  whom  they  gained  assistance  in  publishing  their  music,  in  part  to 
enhance  their  positions  at  court. 

The  musicians  of  the  chapel  included  lay  and  ecclesiastical  singers,  organists,  a 
string  band  and  a  cornettist;  for  special  services  their  number  was  augmented  by 
the  voices  of  women  (most  often  wives  and  daughters  of  the  ordinaires)  and,  notably, 
Italian  castratos,  as  well  as  further  instruments  from  the  chamber  and  Ecurie.  The 
chamber  and  large  ensemble  motets  were  the  backbone  of  these  services,  as  they 
were  later  to  be  in  Paris  at  the  Concert  Spirituel.  The  king  preferred  Low  Mass  to 
the  more  formal  and  regulated  High  Mass  so  that  he  could  be  assured  of  hearing 
one  grand  and  two  petits  motets,  which  he  favoured  over  settings  of  the  Ordinary. 

The  grand  motet4  is  a  peculiarly  French  music  invention  -  a  sacred  counterpart 
of  spectacle  -  employing  a  Latin  liturgical  text  (studded  with  double  entendres 
paralleling  the  King  with  God),  vocal  soloists  (the  petit  choeur),  a  chorus  (the  grand 
choeur)  and  an  orchestra  in  a  series  of  contrasting  movements;  such  works  were 
performed  to  best  advantage  on  special  occasions  such  as  the  celebrations  of  military 
and  naval  victories  (real  or  idealized),  royal  births,  marriages  and  deaths.  Although 
Lully  contributed  many  fine  examples,  such  as  the  Miserere  mei  Deus  of  1664,  to 
the  grand  motet  repertory  and  Francois  Couperin  to  the  petit  motet,  it  was  Michel- 
Richard  de  Lalande,  in  his  capacity  as  the  longest-serv  ing  surintendant  of  the  chapel 
music  at  Versailles,  who  provided  most.  The  beauty  of  Lalande's  Beati  omw5  (1698) 
is  said  to  have  reduced  the  entire  court  to  tears  at  the  ceremonial  departure  in  1700 
of  the  Duke  of  Anjou  (Louis  XI  V's  grandson)  for  Spain,  where  he  was  to  be  crowned 
king. 

At  first  the  musicians  of  the  chamber  were  limited  to  lute,  viol  and  harpsichord 
players;  later  they  included  violinists  of  the  Petits  Violons,  flautists  and  the  like. 
Among  them  were  such  men  as  Robert  de  Visee,  Marin  Marais  and  Francois 
Couperin,  Jcan-Fcry  Rebel  and  Michel  de  La  Barre  (see  Plate  6);  women  instru- 
mentalists such  as  Couperin's  harpsichordist  daughter  Marguerite-Antoinette,  and 
the  viol  player  Marie-Anne  Ursule  de  Caix,  were  appointed  to  the  chamber  only  in 
the  1 730s.  The  chamber  musicians  were  expected  to  perform  at  the  king's  levee,  at 
mealtimes,  in  private  entertainments  in  the  king's  rooms  (and  those  of  Mme  de 
Maintenon,  whom  he  secretly  wed  in  1683  after  the  death  of  the  queen),  at  the 
couchee  and  on  the  thrice-wceklyjow™  d"  appartement ,  when  the  king  made  his  rooms 
available  to  the  court  for  a  buffet  supper,  a  concert,  card  playing,  billiards  and 
dancing.  The  Vingt-quatrc  Violons  du  Roi,  attached  to  the  chamber,  performed  on 
feast  days,  for  royal  ballets  and  celebrations  of  state. 

The  musicians  of  the  Kcuric  -  brass,  woodwind  and  percussionists  (among  them 
the  great  musical  dynasties  of  Hotteterres  and  Philidors)  -  performed  on  occasions 
associated  with  military  and  outdoor  pageantry:  parades,  jetes,  hunts  and  for  cer- 
emonies to  greet  visiting  dignitaries,  as  well  as  on  the  battlefields,  on  barges  in  the 
Versailles  canal,  with  the  Vingt-quatre  Violons  at  coronations  and  funerals,  and  at 
a  measured  distance  from  Louis  XIV  when  he  took  the  air  in  the  chateau  gardens. 

Jean-Baptiste  Lully  occupied  a  unique  position  in  the  affections  of  the  king.  His 
subsequent  collaboration  with  Moliere  during  the  1660s  was  calculated  to  please 
His  Majesty  greatly,  although  Moliere's  trenchant  satire  often  hit  rather  too  close 
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to  home.  Together  'the  two  Baptistes'  produced  comedies  with  musical  intermedes  - 
among  them  Le  manage  force  (1664)  and  Monsieur  de  Pourceaugnac  (1669)  -  at  the 
Palais  Royal  theatre  and  at  the  royal  chateaux.  Lully's  intermedes  were  in  effect 
miniature  operas  and  in  the  course  of  the  collaboration  they  gradually  outgrew  the 
plays.  When  in  February  1670  Louis  XIV  danced  in  public  for  the  last  time  in  a 
performance  of  the  comedie-ballet  Les  amants  magnifiques,  the  time  was  ripe  for  Lully 
to  produce  a  fully-fledged  French  opera. 

The  inevitable  rupture  with  Moliere  came  in  1672,  when  Lully  succeeded  in 
buying  the  bankrupt  Pierre  Perrin's  share  of  the  royal  privilege  for  the  new  Academie 
Royale  de  Musique  -  whose  personnel  included  an  orchestra,  singers  (many  of  them 
members  of  the  mustques  de  cour),  dancers,  conductors  and  repetiteurs,  stage  designers 
and  machinists,  tailors  and  the  like.  Having  perceived  that  public  opinion  was  also 
swinging  in  favour  of  sung  drama,  Lully  was  determined  to  capitalize  on  the  modest 
if  promising  success  of  the  previous  administrators.  Moliere  was  ruined  by  Lully's 
ambition  and,  although  he  entered  upon  a  promising  partnership  with  the  out- 
standingly gifted  Marc-Antoine  Charpentier,  he  died  soon  after,  in  1673.  Comedie- 
ballet,  which  had  always  been  controversial,  was  eclipsed  (some  would  say  suffocated) 
by  the  new,  entirely  sung,  blatantly  panegyric  and  allegorical  dramas  which  it  had 
nurtured.  When  Moliere  died  Lully  was  quick  to  appropriate  the  theatre  at  the 
Palais  Royal  for  his  own  productions. 

He  now  chose  to  collaborate  with  the  librettist  Philippe  Quinault.  Between  1673 
and  1686  they  produced  12  tragedies  lyriques,  each  consisting  of  a  prologue  and  five 
acts,  of  which  Alceste  (1674;  see  Plate  4),  Atys  (1676)  and  Armide  (1686)  are  the 
best  known.  Lully  expanded  the  elements  of  his  intermedes  -  recitative,  airs,  duos, 
choruses  and  instrumental  music  (some  of  which  was  for  dancing)  -  adding  pro- 
grammatic effects  and  a  passacaille  near  the  end.  In  these  operas  the  art  of  infusing 
musical  entertainment  with  royal  symbolism  and  political  propaganda  reached  its 
apex.  The  prologues  were,  in  effect,  allegorical  newsreels  in  which  events  of  the 
realm  were  interpreted  favourably,  and  the  heroes  of  both  operas  and  prologues 
were  always  assumed  to  be  refracted  images  of  the  king.  Lully  and  Quinault  only 
once  miscalculated:  the  jealous  and  spiteful  Juno  of  Ists  (1677)  was  widely  interpreted 
as  an  unflattering  portrayal  of  the  king's  mistress,  Mme  de  Montespan.  Quinault, 
Lully's  scapegoat,  was  obliged  to  retire  for  a  season,  as  a  popular  song  of  the  day 
made  clear. 

Lully  enjoyed  an  unusual  degree  of  intimacy  with  the  king  (after  Lully's  death 
Lalande  was  similarly  marked  out).  It  was  a  measure  of  the  king's  regard  that  he 
was  able  to  turn  a  blind  eye  to  Lully's  bisexuality  -  an  exception  that  he  also 
reluctantly  made  for  his  own  brother,  Monsieur  (who  was  after  all  the  father  of  the 
future  regent,  the  Duke  of  Orleans),  sharply  at  odds  with  the  king's  own  personal 
law  which  he  imposed  upon  his  courtiers.  Following  Lully's  acquisition  of  the 
Academie  Royale  de  Musique,  he  was  granted  further  privileges  that  amounted  to 
a  virtual  monopoly  of  musical  entertainment  in  Paris.  With  his  astute  investments 
and  business  acumen,  Lully  grew  wealthy  on  the  revenues  of  his  posts,  the  box 
office  proceeds  and  the  royalties  arising  from  his  monopoly. 

Lully's  success  was  ultimately  to  the  detriment  of  French  music.  He  brooked  no 
competition,  be  it  French  or  foreign.  Only  a  few  Italian  composers,  pre-eminent 
among  them  Paolo  Lorenzani  (whom  Louis  XIV  appointed  maitre  de  musique  to  the 
queen  and  sent  back  to  Italy  to  recruit  castratos  for  the  chapel),  attempted  to 
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establish  themselves  in  Paris  during  the  Lullian  epoch.  However,  a  number  of 
Italians,  including  Vincenzo  Albrici  and  Agostino  Steffani,  and  Germans  -  among 
them  Georg  Muffat,  J.  S.  Kusser,  J.  P.  Fortsch,  R.  I.  Mayr  and  J.  C.  F.  Fischer  - 
came  to  study  and  experience  Lully's  music  at  first  hand.  Such  a  French  composer 
as  Charpentier,  who  had  studied  in  Italy,  suffered  seemingly  unjustified  discrimi- 
nation. No  one  other  than  Lully  was  allowed  to  produce  tragedies  lyriques  in  public, 
unless  they  had  been  commissioned  by  the  Jesuits  as  sacred  Lenten  fare:  'useful 
exercise  and  dignified  diversion',  as  was  the  case  with  Charpentier's  David  et 
Jonathas  (1688),  a  work  which  the  Mercure  nevertheless  had  no  hesitation  in 
describing  as  an  opera.  Discouraged  by  the  general  lack  of  opportunity,  composers 
channelled  their  creativity  into  sacred  and  chamber  music  genres. 

Ironically,  shortly  after  the  court  moved  to  Versailles  in  1683,  the  reign  of  the 
Sun  King  began  its  evening.  In  the  1680s  Louis  XIV  lost  both  his  trusted  minister 
Colbert  and  his  Machiavellian  surintendant  de  musique,  Lully.  The  cost  of  fitting  out 
the  chateau  and  city  of  Versailles  had  in  itself  been  astronomic  and  would  continue 
for  decades  to  come.  Then  there  was  the  disastrous  series  of  military  defeats,  two 
famines  (1693-4  and  1709-10)  and  the  continuing  domestic  tensions  between 
factions  of  the  Catholic  Church  (the  Roman  Jesuits  versus  the  Gallic  Jansenists) 
which  the  sacrifice  of  the  Huguenots  in  1685  failed  to  stem.  The  neglect  of  the 
nation's  agriculture,  the  shortcomings  of  the  policies  of  absolutism  -  and  its  reliance 
upon  a  social  hierarchy  in  which  the  well  born  played  little  or  no  responsible  role  - 
were  becoming  painfully  evident,  with  no  solutions  in  sight.  It  was  this  same  state 
of  affairs,  a  century  later,  that  was  to  precipitate  the  Revolution. 

For  a  time  the  grandiose  spectacles  continued,  in  part  to  hide  the  awful  truth  from 
the  rest  of  Europe.  Colbert  had  stressed  that  it  was  especially  important  to  cultivate 
the  arts  in  time  of  war.  So,  in  the  years  following  Lully's  tragic  accident  in  1687, 
the  Academie  (now  under  his  son-in-law's  direction)  presented  regular  revivals  of 
his  operas,  as  well  as  dozens  of  works  by  his  French  assistants  -  Pascal  Collasse, 
Henry  Desmarets,  Jean  Francois  Lalouette  and  Marin  Marais  -  and  several  rising 
stars,  among  them  Andre  Campra,  Michel  Pignolet  de  Monteclair  and  Andre- 
Cardinal  Destouches,  though  none  before  Jean-Philippe  Rameau  truly  captured  the 
enthusiasm  of  French  audiences. 

But  as  the  king  grew  older  and  more  reliant  upon  the  pious  Mme  de  Maintenon, 
he  gradually  stopped  bothering  to  keep  up  the  pace  and  the  pretence.  By  1704  he 
no  longer  attended  public  performances,  preferring  instead  the  intimacy  of  the 
concerts  and  comedies  organized  by  Mme  de  Maintenon  in  her  rooms.  In  171 1  he 
lost  his  son,  the  Grand  Dauphin  (a  keen  opera  lover  and  italophile),  and  in  the 
following  year  his  grandson  and  eldest  great-grandson  in  the  measles  epidemic  that 
ravaged  Paris  and  the  court.  He  died  on  1  September  171 5,  having  outlived  many 
of  the  policies  undertaken  during  his  54-year  reign. 

Meanwhile,  in  Paris  there  had  always  been  a  core  of  aristocrats  -  rich,  cosmo- 
politan and  less  in  awe  of  the  king  and  his  maitre  de  musique  -  who  imported  foreign 
music  and  musicians  to  perform  in  the  fashionable  salons  of  their  hotels.  During  the 
first  two  regencies,  Cardinals  Richelieu  (at  the  behest  of  Maria  de'  Medici)  and 
Mazarin  (Anne  of  Austria's  trusted  minister)  had  actively  encouraged  Italian 
musicians  to  come  to  Paris;  Mazarin's  fondness  for  Italian  opera  led  him  to  be 
improvident  in  his  importations,  something  the  Frondeurs,  a  faction  of  the  Princes 
of  the  Blood  and  other  members  of  the  aristocracy,  particularly  resented.  Louis 
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XIV's  cousin,  the  Duchess  of  Guise  (whose  family  had  sided  with  the  Frondeurs 
and  was  therefore  not  welcome  at  court),  was  herself  an  ardent  italophile.  At  her 
home  in  the  Marais  district  Charpentier  -  who  had  spent  three  years  in  the  mid 
i66os  studying  in  Rome,  probably  with  Carissimi  -  composed  and  performed  during 
the  1670s  and  80s  some  of  the  earliest  French  oratorios,  cantatas  and  an  ensemble 
sonata  in  which  French  and  Italian  styles  are  deliberately  juxtaposed. 

The  eager  Paris  bourgeoisie,  parodied  by  Moliere  with  his  Monsieur  Jourdan  (in 
Le  bourgeois  gentilhomme,  1670),  sought  to  emulate  the  upper  classes  by  hiring 
musicians  to  play  and  teach  in  their  homes.  Clerics,  like  Claude  Nicaise  of  the  Dijon 
Sainte  Chapelle,  Rene  Ouvrard  of  the  Paris  Sainte  Chapelle,  Abbe  Matthieu  of  the 
Paris  quartier  St  Andre-des-Arts  and  the  provincial  lexicographer-cleric  Sebastien 
de  Brossard,  collected,  copied  and  circulated  early  French  essays  in  the  Italian 
genres  as  well  as  manuscripts  and  prints  of  Italian  music  by  Cavalli,  Carissimi, 
Legrenzi,  Stradella  and  others.  Around  the  turn  of  the  century,  prominent  musicians 
such  as  the  harpsichordists  Francois  Couperin,  Louis-Nicolas  Clcrambault  and 
Elisabeth-Claude  Jacquet  de  la  Guerre  held  regular  gatherings  in  their  homes  to 
perform  the  latest  French  sonatas  and  cantatas,  from  manuscript  parts. 

As  the  cultural  life  of  the  court  faded,  the  musical  events  in  Paris  drew  many  of 
the  younger  generation,  not  least  of  them  the  dauphin,  his  half-sister  the  Princess 
of  Conti  and  their  cousin  the  Duke  of  Orleans  -  once  the  pupil  of  Charpentier  and 
later  regent  during  the  minority  of  his  great-nephew  Louis  XV  (1715-21).  In  July 
17 14  the  Duchess  of  Maine  (who  was  out  of  favour  at  Versailles)  inaugurated  a 
series  of  entertainments  for  the  younger  courtiers  at  her  chateau  known  as  the 
'Grandes  Nuits  de  Sceaux'.  Her  maitre  de  musique,  Jean-Joseph  Mouret,  was  respon- 
sible for  the  musical  portions  of  the  evenings  and  provided  among  other  things  the 
first  French  lyric  comedy,  Le  mariage  de  Ragonde  et  de  Colin  (17 14),  which  predated 
Ramcau's  better  known  P  la  tee  by  30  years.  Although  the  last  of  these  soirees  took 
place  in  May  17 15,  they  signalled  the  beginning  of  a  new,  less  formal  era  of  music 
in  French  society/ 

During  the  regency  of  the  Duke  of  Orleans  the  Tuileries  palace  became  the  official 
residence  of  the  court  and  the  Palais  Royal  that  of  the  regent,  who  preferred  to 
maintain  a  separate  household  and  his  own  staff  of  musicians,  under  Charles-Hubert 
Gervais  -  many  of  them  Italian  -  in  addition  to  the  regular  musiques  de  cour.  Philippe 
had  never  been  cultivated  by  Louis  XIV,  who  distrusted  all  Princes  of  the  Blood 
other  than  his  own  heirs,  and  though  the  duke  remained  loyal  to  the  boy  king  (the 
future  Louis  XV)  he  nevertheless  used  his  temporary  position  of  power  to  loosen 
many  of  the  absolutist  policies  of  his  uncle's  long  reign.  Court  decorum  was  relaxed, 
and  the  princes  were  given  a  trial  voice  in  government,  which  they  quickly  proved 
unfit  to  exercise.  He  had  hoped  to  reform  the  nation's  tax  structure  through  the 
dime  royale  and  to  institute  private  banking,  but  failed  in  both.  Where  Louis  XIV 
had  trod  a  careful  path  between  the  rival  Catholic  factions,  the  duke  inclined  towards 
Jansenism. 

It  was  at  least  a  period  of  relative  international  calm,  a  balance  of  European  power 
hav  ing  finally  been  achieved  with  the  Treaty  of  Utrecht  (1713-15).  The  doors  were 
flung  open  to  foreign  influences  and,  in  contrast  to  the  grandeur  and  ostentation  of 
the  royal  spectacles  of  the  previous  reign,  the  Paris  town  houses  of  the  Princess  of 
Conti,  the  Prince  of  Carignan  (from  1730  director  of  the  Opera),  the  financier  Pierre 
Crozat  and,  later,  the  fermier  general  Alexandrc-Jean-Joseph  le  Riche  de  la 
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Poupliniere  became  the  venues  for  intimate  concerts  of  sonatas  and  cantatas  and, 
eventually,  symphonies. 

Musical  entertainment  had  already  come  within  the  reach  of  the  bourgeois  class. 
Now  more  than  ever  before  musicians  were  being  employed  to  teach  children  to 
play,  sing  and  compose,  bringing  about  a  boom  in  composition  and  music  publishing. 
After  the  many  engraved  prints  produced  by  the  Bonnart  atelier  during  the  late 
17th  century,  portraying  young  aristocrats  performing  music  in  courtly  settings, 
there  came  the  paintings  of  Antoine  Watteau,  which  took  music-making  out  of 
doors.6  In  order  to  induct  Watteau  into  the  Academie  Royale  de  Peinture  et  de 
Sculpture,  a  new  subject  category,  the  fete  galante,  had  to  be  formulated;  musical 
analogues  soon  followed,  notably  the  immensely  popular  opera-ballet  of  Andre 
Campra,  U  Europe  galante  (1697),  reflecting  in  its  title  -  not  to  say  its  more 
cosmopolitan  musical  style  -  the  decentralization  of  music  that  was  taking  place 
during  the  regency.  So  although  the  forces  of  absolutism  were  to  be  regrouped 
under  Louis  XV,  that  which  had  been  undone  in  large  part  would  remain  so. 

When  Louis  XV  and  the  court  returned  to  Versailles  in  1725,  the  cultural  life  of 
Paris  continued  undiminished.  The  king  had  only  the  most  passing  interest  in  music 
and  the  arts,  although  his  wife,  the  Polish  princess  Marie  Leszczynska,  was  a  music 
lover  and  italophile,  his  daughters  were  all  accomplished  musicians  and  his  mistress, 
Mme  de  Pompadour,  would  later  skilfully  and  energetically  pursue  both  music  and 
the  decorative  arts.  The  queen  only  rarely  ventured  to  Paris  (the  first  occasion  was 
in  1728,  three  years  after  her  marriage)  and  in  1735  directed  her  maitre  de  musique, 
Destouches  (by  that  time  also  musical  director  of  the  Academie  Royale  de  Musique), 
to  arrange  private  'concerts  chez  la  reine'  at  Versailles  and  Marly  of  programmes 
recently  performed  in  Paris,  in  particular  at  the  Concert  Spirituel. 

The  Concert  Spirituel7  was  organized  in  1725  by  Anne  Danican  Philidor,  a  son 
of  the  royal  music  librarian,  to  present  regular  subscription  concerts  for  the  public 
at  the  Tuileries  palace  which  were  announced  in  the  Met  cure.  The  singers  and 
orchestra  of  the  Academie  Royale  de  Musique  performed  in  these  concerts  during 
Lent  and  at  other  times  of  year  when  opera  was  suspended.  Much  the  most  successful 
series  of  its  day,  the  Concert  Spirituel  continued  at  the  Salle  des  Suisses  in  the 
Tuileries  palace  under  Mouret  (1728-33),  Francois  Rebel  (1734-48)  and  others 
until  1790.  The  Concert  Italicn  (1726)  and  the  Concert  Franyais  (1727-30)  were 
short-lived.  Two  Lalande  motets  and  Corelli's  Christmas  Concerto  were  performed 
at  the  first  concert,  in  March  1725.  Grands  motets  (Lalande's  especially),  virtuoso 
violin  sonatas  and  concertos  were  recurring  items  on  the  programmes.  From  the 
beginning  the  Concert  Spirituel  served  as  a  forum  for  solo  violinists  such  as  Jean- 
Baptiste  Anet  and  the  Savoyard  Jean-Pierre  Guignon.  In  1728  the  brilliant  Italian- 
trained  virtuoso  Jean-Marie  Leclair  Tame  made  his  debut.  Many  foreign  virtuosos 
such  as  the  Turin  violinist  (and  Leclair's  mentor)  G.  B.  Somis  (1733)  made  the 
Concert  Spirituel  part  of  their  European  tours. 

But  it  should  not  be  assumed  that  Italian  music  was  favoured  by  the  Parisian 
public  at  the  expense  of  their  own  native  art.  Taste  in  music  simply  grew  to 
accommodate  them  both,  out  of  which  developed  what  Couperin  le  Grand  called 
Mes  gouts-reunis'.  In  the  late  1690s  Sebastien  de  Brossard  was  already  working  on 
a  dictionary  which  would  interpret  and  frenchify  Italian  musical  terms.8  Early 
French  essays  in  the  trio  sonata  genre  by  Jacquet  de  La  Guerre,  Jean-Fery  Rebel, 
Couperin  and  Clerambault  largely  remained  in  manuscript,  though  Rebel  and 
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Couperin  did  eventually  publish  theirs.  The  publication  in  Paris  of  violin  sonatas 
by  Italian  expatriates  Michele  Mascitti  (from  1704)  and  G.  A.  Piani  (17 12),  along 
with  those  of  Corelli's  op.  5  (1708),  encouraged  young  composer-violinists  such  as 
Francois  Duval,  J.-F.  Dandrieu,  J.-B.  Senaille  and  Louis  Francoeur  to  bring  out 
their  own  solo  collections.  But  the  relevance  of  distinguishing  between  French  and 
Italian  styles  of  playing  is  evident  as  late  as  1738,  w  hen  Michel  Corrcttc  published 
Lecole  d'Orphee.  French  essays  in  the  cantata  genre  by  J.-B.  Morin,  J.-B.  Stuck, 
Jacquet  de  La  Guerre,  Campra,  Monteclair  and  Clerambault  followed  close  behind. 
Clerambault's  Orphee,  which  appeared  in  his  first  collection  of  cantatas  (17 10),  was 
the  most  popular  of  its  kind  and  epitomized  the  French  cantata. 

Even  before  the  turn  of  the  century,  music  engraving  and  publishing  had  begun 
to  flower  in  Paris.9  Undaunted  by  the  Ballard  monopolies  on  the  printing  of  operas 
performed  by  the  Academie,  grands  motets,  and  collections  (known  as  recueils)  of 
airs  de  cour,  music  ateliers  and  shops  such  as  that  of  Henry  Foucault  ('a  la  Regie 
d'or'  from  1692)  sprang  up,  often  run  by  musicians  and  their  wives,  selling  solo  and 
chamber  music  in  bound  volumes  or  en  blanc  -  composers  had  short  runs  of  their 
music  printed,  a  page  or  a  group  of  pages  at  a  time,  replenishing  the  shop  stock 
with  amended  versions  (this  accounts  for  the  differences  between  one  surviving  copy 
and  another).  With  the  rise  in  private  musical  establishments  and,  during  the 
Regency,  two  official  royal  retinues  of  musicians,  a  lively  competition  for  patrons 
and  aristocratic  pupils  was  inevitable.  Method  books  for  singing  and  playing  the 
viol,  violin  and  harpsichord  proliferated,  along  with  music  for  amateurs  as  well  as 
virtuosos.  The  engraved  dates  of  publication,  lists  of  sellers  and  dedications  on  the 
title  pages  effectively  document  this  phenomenon,  as  do  the  names  of  the  pieces  de 
caractere  contained  within  each  collection.  Composers  seeking  a  wider  market  had 
their  works  published  or  reprinted  by  the  enterprising  Amsterdam  firm  of  Estienne 
Roger  and  Michel-Charles  Le  Ccne. 

The  vitality  of  Parisian  musical  life  proved  a  magnet  to  foreign  royalty,  ambassa- 
dors, artists  and  musicians.  The  exiled  Elector  of  Bavaria,  who  for  a  time  in  the 
1 690s  had  been  the  governor  of  the  South  Netherlands,  maintained  close  connections 
with  the  Paris-Versailles  musical  establishment,  which  he  drew  upon  for  per- 
formances of  Lully  operas  and  private  entertainments  during  the  years  1704-6, 
which  were  in  fact  subsidized  by  Louis  XI V.  G.  P.  Telemann  (1707  and  1738)  and 
J.  J.  Quantz  (1726)  -  to  name  but  two  prominent  German  musicians  of  the  era  - 
visited  Paris  and  were  greatly  influenced  by  their  first-hand  exposure  to  the  French 
style. 

In  1702  Francois  Raguenet  and  Jean  Laurent  Le  Cerf  de  La  Vieville  (both  from 
Rouen)  entered  into  a  famous  debate  on  the  strengths  and  weaknesses  of  the  French 
and  Italian  musical  styles10  which  in  turn  initiated  a  varied  series  of  articles  and 
books  on  the  aesthetic  implications.  During  the  regency  of  Philippe  d'Orlcans,  in 
17 1 5,  the  Opera-Comique  was  created  in  the  Foire  St  Laurent,  offering  largely 
satirical  entertainment,  while  both  the  Nouveau  Theatre  Italien  at  the  Palais  Royal, 
with  Mouret  as  their  composer  (1717-38),  and  the  Comedie-Italienne,  at  the  Hotel 
de  Bourgogne  (after  a  20-year  absence),  opened  the  following  year.  The  Academie 
continued  its  seasons  of  Lully  rev  iv  als,  tragedies  lyriques  and  opera-ballets  with  mixed 
success,  and  was  taken  ov  er  by  the  City  of  Paris  in  1749. 

During  the  1690s  Theobaldo  di  Gatti  was  the  only  foreign  composer  to  have  a 
musical  dramatic  work  (Coroms,  1691)  performed  by  the  Academic,  and  then 
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probably  only  because  of  the  patronage  of  the  Princess  of  Conti.  New  tragedies 
lyriques  by  French  composers  hardly  fared  better,  however  magnificent  their  music. 
Charpentier's  magnificent  Medee  (1603;  text  by  Thomas  Corneille)  and  the  operas 
of  Dcsmarets,  Jacquet  de  La  Guerre,  Marais,  Gervais  and  Louis  de  la  Coste  all 
suffered  by  their  close  proximity  to  the  Lullian  era. 

As  maitre  de  musique  at  Notre  Dame,  Andre  Campra  was  wary  enough  to  have 
his  opera-ballet  V Europe  galante  (text  by  La  Motte)  presented  anonymously  in  1697, 
although  he  could  count  upon  the  powerful  backing  of  the  Duke  of  Orleans.  In  the 
event,  it  created  a  sensation.  His  Le  carnaval  de  Venise  (text  by  Regnard),  with  an 
Italian-texted  fourth  act  and  a  final  ballet,  followed  in  1699;  thus  assured  of  success, 
he  abandoned  his  post  at  Notre  Dame  to  devote  himself  to  dramatic  music.  But 
when  he  tried  his  hand  at  tragedies  lyriques  they  were  never  as  popular  as  the  opera- 
ballets,  with  the  exception  of  Tancrede  (text  by  Danchet),  which  he  wrote  as  a  vehicle 
for  Mile  Maupin  in  1702. 

The  Academie  continued  to  present  both  tragedies  and  lighter  comic  and  balletic 
forms.  J.-F.  Salomon's  tragedy  Medee  et  Jason  (text  by  S.-J.  Pcllegrin  and  La 
Roque)  and  T.-L.  Bourgeois'  opera-ballet,  Les  amours  deguises  (text  by  Fuzelier), 
both  from  1713,  and  Mouret's  opera-ballet  cum  tomedie  lyrique,  Les  festes  ou  Le 
trwmphe  de  Thalte  (17 14;  text  by  La  Font),  stand  out.  While  the  works  of  Campra 
and  Destouches  dominated  the  new  productions,  many  new  composers  -  among 
them  the  flautist  Michel  de  La  Barre,  Francois  Bouvard,  J.-B.  Stuck  and  J.-B. 
Matho  -  were  also  getting  their  works  performed.  Lalande  composed  dramatic  and 
balletic  works  for  Fontainebleau,  eschewing  the  Parisian  public  at  the  Palais  Royal, 
while  Clerambault  and  Couperin  appear  to  have  abstained  altogether." 

Controversy  surrounded  the  first  performances  of  Monteclair's  innovative  sacred 
tragedy,  Jfephte  (text  by  S.-J.  Pellegrin),  in  1732.  First  the  temperamental  soprano 
Catherine  Nicole  Le  Maure  sang  only  on  the  threat  of  imprisonment  -  and  then  so 
badly  that  on  the  opening  night  the  audience  hissed  her  off  the  stage.  Then  the 
Archbishop  of  Paris,  (Cardinal  de  Noailles,  temporarily  stopped  the  performances 
because  of  the  biblical  subject.  In  spite  and  because  of  the  brouhaha,  jfephte  was  a 
tremendous  success;  Monteclair's  orchestration  and  spatial  effects  were  highly 
original  and  must  have  impressed  Rameau,  with  whom  Monteclair  had  carried  on 
a  dialogue  in  the  pages  of  the  Mercure  (1729-30). 

It  was  Rameau's  superbly  conceived  Hippolyte  et  Aricie  (1733;  text  by  S.-J. 
Pellegrin)  that  ushered  in  a  new  era  of  French  dramatic  music,  distracting  many 
writers  -  notably  Jean-Jacques  Rousseau  with  his  highly  critical  Dissertation  sur  la 
musique  moderne  (1743)  -  from  their  concerns  with  national  styles  to  those  existing 

within  the  French  tradition,  in  particular  those  of  Lully  and  Rameau.  Rameau  was 

50  years  old  when  he  composed  Hippolyte  et  Aricie,  having  perfected  his  craft  in 
galant  chamber  music  genres  like  the  cantata,  the  petit  motet  and  the  sonata  (though 
none  seems  to  have  survived).  Before  select  audiences  in  Parisian  drawing  rooms, 
Rameau  assimilated  the  da  capo  aria  and  ariette  and  the  use  of  conccrtante  instru- 
ments in  even  more  idiomatic  and  colourful  ways,  so  that  Hippolyte  et  Aricie 
embodies  the  fruits  of  these  experiments:  cosmopolitan  in  style  and  in  keeping  w  ith 
a  progressive  concept  of  4les  gouts-reiinis'. 

The  threads  of  the  old  'style  classiquc'  and  the  new  Rococo  styles  w  ere  thus  spun 
out  and  interwoven  in  a  rich  musical  fabric  appropriate  to  an  urbane,  lighthearted 
segment  of  society  (see  Plate  5),  oblivious  to  the  social  injustices  already  fomenting 
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revolution.  There  were  also  those  who  were  observing  and  taking  stock.  The  creative 
vitality  of  the  Grand  Siecle  had  passed  and  was  followed  by  an  Alexandrian  age  of 
assessment  and  tributes.  The  achievements  of  the  period  were  recorded  by  Voltaire 
in  his  Siecle  de  Louis  XIV  (1751).  Evrard  Titon  du  Tillet12  proposed  a  vast 
monument,  a  'French  Parnassus',  to  honour  French  poets  and  musicians,  and  was 
the  first  to  compile  their  biographies,  while  Couperin  le  Grand  composed  musical 
apotheoses  to  Lully  (1725)  and  Corelli  (1724),  chronicling  their  hypothetical  recep- 
tion on  Mount  Parnassus.  The  literary  and  musical  achievements  of  the  Louis  XV 
era  are  summarized  in  the  writings  of  Louis  d'Aquin  de  Chateau-Lyon.13 

Julie  Anne  Sadie 
London 

Notes 

1  Of  general  interest  and  easily  accessible  in  paperback  are:  A.  Cobban:  A  History  of  Modern 
France  (Harmondsworth,  3rd  edn,  1984),  i  (1715-1799);  D.  Ogg:  Louis  XIV  (Oxford,  1967); 
and  G.  Parker:  Europe  in  Crisis  (1598-1648)  (London,  rev.  edn,  1982).  With  respect  to 
music,  see  Bibliography;  the  intrepid  enthusiast  will  wish  to  consult  the  French  periodical 
' Recherches  sur  la  musique  jranfaise  classique  and  La  musique  a  la  cour  de  Louis  XIV  et  de 
Louis  XV  d'apres  les  memoires  de  Sourches  et  Luynes:  1681-1758,  ed.  N.  Dufourcq  (Paris, 
1970). 

2  M.F.  Christout:  Le  ballet  de  cour  de  Louis  XIV  ( 1643-1672)  (Paris,  1967). 

3  For  archival  details  and  commentary  on  the  employment  of  musicians  at  the  court  between 
1661  and  1733,  see  M.  Benoit's  companion  volumes,  Musiques  de  Cour,  Chapelle,  Chambre, 
Ecurie  and  Versailles  et  les  mustciens  du  Roi  (Paris,  1971).  For  the  earlier  years  of  the  period, 
see  C.  Massip:  La  vie  des  musiciens  de  Paris  au  temps  de  Mazarin:  1643-1661  (Paris,  1976). 

4  J.  R.  Mongredicn's  Catalogue  thematique  des  sources  du  grand  motet  francais  ( 1663-1 792) 
(Munich,  New  York,  London  &  Paris,  1984)  will  provide  a  useful  starting-point. 

5  R.  Viollicr:  Jean-Joseph  Mouret.  Le  musicien  des  graces  (Paris,  1950). 

6  A.  P.  de  Mirimonde:  V  iconographie  musicale  sous  les  rois  Bourbons:  la  musique  dans  les  arts 
plastiques  (xvii-xviii  siecles),  2  vols.  (Paris,  1975,  1977). 

7  C.  Pierre's  Histoire  du  Concert  Spirituel  (1 725-1 7Q0)  (Paris,  1975)  incorporates  a  diary  of 
all  performances. 

8  Brossard  began  by  publishing  a  short  glossary  with  his  1695  collection  of  Elevations  et 
motets  a  voix  seule  avec  la  basse  continue  and  then  greatly  expanded  it  in  his  Dictionnaire  de 
musique  (1703). 

9  A.  Devries  and  F.  Lcsure:  Dictionnaire  des  edtteurs  de  musique  francais  (Geneva,  1979). 

10  F.  Raguenet:  Par  allele  des  italiens  et  des  franfois,  en  ce  qui  regarde  la  musique  et  les  operas 
(Paris,  1702;  Eng.  trans.,  1709);  J.  L.  Le  Cerf  de  La  Vieville:  Comparaison  de  la  musique 
italienne  et  de  la  musique  francaise,  3  vols.  (Brussels,  1704-6);  and  Raguenet:  Defense  du 
Parallele  (Paris,  1705). 

11  In  1716  Clerambault  published  a  separate  cantata  entitled  La  muse  de  lOpera  which 
includes  a  continuo  part  for  double  bass  -  an  instrument  associated  exclusively  with  theatre 
music.  Couperin's  eighth  Concert  dans  le  gout  thedtral  from  Les  gouts-reunis  ou  Nouveaux 
concerts  (1724)  has  been  reconstructed  by  Peter  Holman  as  an  orchestral  suite  from  a 
hypothetical  stage  work  (see  'An  orchestral  suite  by  Francois  Couperin?',  Early  Music,  xiv.i 
(1986),  pp.7 1 -6).  Holman's  version  has  been  recorded  by  John  Eliot  Gardiner  and  the  English 
Baroque  Soloists. 

12  E.  Titon  du  Tillet:  Le  Parnasse  Francois  (Paris,  1732;  suppls.  1743,  1755). 

13  L.  D'Aquin  de  Chatcau-Lyon:  Siecle  litteraire  de  Louis  XV  ou  Lettres  sur  les  hommes 
celebres  (Paris,  1753),  pt.  1. 
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Aglie,  Filippo  d\  See  Italy  /  Piedmont- 
Savoy. 

Anet,  Jean-Jacques-Baptiste  ['Baptiste'] 
(1676— 1755).  Violinist  and  composer,  the  first 
French  violinist  to  gain  a  reputation  as  a  soloist 
in  the  early  18th  century.  His  playing  was 
described  as  noble  and  energetic,  impassioned 
and  unfailingly  accurate.  After  studying  in 
Rome  with  Corelli,  who  is  said  to  have 
'embraced  him  tenderly  and  made  him  a 
present  of  his  bow',  he  served  the  exiled 
Elector  of  Bavaria,  Louis  XV  (as  a  member  of 
the  Vingt-quatre  Violons),  and  Louis  XV's 
father-in-law,  the  former  King  of  Poland.  In 
1725  Anet  represented  the  French  violin 
school  in  some  of  the  first  programmes  of  the 
Concert  Spirituel,  appearing  with  the  Italian 
virtuoso  J.-P.  Guignon. 

Antier,  Marie  (1687- 1747).  Singer  at  the  Paris 
Opera  (1711-41),  whose  beautiful,  flexible 
voice  and  ability  to  sing  in  all  styles  was 
remarked  upon  by  Destouches  in  a  letter  of 
1728.  Antier  came  to  Paris  from  Lyons  and 
was  trained  as  a  singer  and  actress  by  the 
distinguished  Lully  interpreter  Marthe  Le 
Rochois.  After  her  debut  in  171 1  she  sang  in 
as  many  as  five  productions  each  season,  taking 
leading  roles  (especially  after  1720  when  she 
was  appointed  premiere  act  rice)  in  Lully 
revivals,  as  well  as  in  new  productions  by 
Rameau  (including  Hippolyte  et  Arid*  and 
Castor  et  Pollux)  and  others.  In  1721  she  was 
appointed  a  musicienne  de  la  chambre  du  roi.  In 
addition  to  her  commitments  at  the  Opera, 
Antier  sang  at  the  Concert  Spirituel  and  the 
Concert  Francais,  distinguishing  herself  with 
performances  of  French  cantatas,  as  well  as  at 
private  performances  of  opera-ballets  at  the 
Palais  des  Tuileries.  She  was  the  maitresse  en 
litre  to  the  Prince  of  Carignan  and  the  wife  of 
a  bureaucrat  (Jean  Duval),  whom  she  married 
in  1726;  however,  her  affair  with  the  music- 
loving  financier  Le  Riche  de  la  Poupliniere  the 
following  year  ended  in  scandal. 

Aubert,  Jacques  (1689- 1753).  Dancing- 
master,  violinist  and  composer  from  a  family 
of  court  musicians.  Aubert  was  for  many  years 
a  member  of  the  Vingt-quatre  V  iolons  and  the 
Academic  Royalc  de  Musique,  in  which  re- 


served as  the  orchestra's  leader.  He  frequently 
performed  at  the  Concert  Spirituel,  in  his  own 
violin  concertos,  which  (along  with  those  of 
Guignon)  were  among  the  first  to  be  composed 
in  Paris.  Although  his  instrumental  com- 
positions are  mainly  in  Italian  genres,  they 
show  the  influence  of  French  dance  rhythms 
and  ornamentation.  Aubert  also  composed 
comic  operas,  ballets  and  divertissements  for 
the  fair  theatres  (foires)  and  the  Opera. 

Bacilly,  Benigne  de  (^1625-1690).  Composer, 
teacher  and  author  of  an  important  singing 
treatise  elucidating  the  performing  practices 
of  the  air  de  cour:  his  Remarques  curieuses  sur 
tart  de  bien  chanter  (1668)  is  addressed  to 
French  poetry,  its  explication,  pronunciation 
and  rhythms,  and  shows  how  ornamentation 
can  serve  to  enhance  a  text. 

Ballard.  Family  of  royal  music  printers  whose 
beautiful  editions  won  them  a  virtual  mon- 
opoly as  well  as  many  grace-and-favour 
appointments.  The  firm  was  founded  in 
the  mid  16th  century  by  Robert  Ballard 
(^1525/30-1588)  and  a  cousin,  Adrian  Le 
Roy.  Robert's  son  Pierre  (?  1575/80-1639), 
appointed  royal  music  printer  by  Henri  IV, 
issued  collections  of  airs  de  cour,  lute  and  organ 
music,  and  printed  the  musical  examples  for 
Mersenne's  Harmonie  Universelle  (1636-7). 
His  son  Robert  (c  1 61 0-1673)  ran  the  firm  from 
1639  and  became  sole  printer  to  Louis  XIV, 
producing  the  earliest  editions  of  Lully's 
music  in  full  score,  music  treatises  and  a  long- 
running  series  of  song  collections. 

Robert  was  succeeded  in  1675  by  his  son 
Christophc  (1641-1715)  who  presided  over 
the  firm  in  its  greatest  prosperity:  four  presses, 
nine  helpers  and  two  apprentices  were 
employed  at  the  turn  of  the  century.  Under 
his  direction  the  most  important  editions  were 
produced  of  Academie  operas  by  Lully, 
Charpenticr,  La  Guerre,  Collasse,  Campra, 
Marais  and  others,  as  well  as  collections  of 
grands  motets  (1684-6).  He  also  inaugurated 
an  extremely  successful  monthly  publication 
of  airs  serieux  et  a  boire. 

A  turn  in  the  family's  fortunes  was  signalled 
by  the  advent  of  printing  from  engraved 
plates,  a  technique  developed  by  the  English 
and  the  Dutch:  the  Ballard  monopoly  covered 
only  prints  produced  from  the  older  mov- 
able type.  Christophc's  son  Jean-Baptiste- 
Christophe  (<  1663  1750)  continued  to  print 
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the  scores  of  Academie  operas  and  issued 
Rameau's  Traite  de  P  harmonic  (1722)  and 
Nouveau  systeme  (1726).  The  firm  declined 
under  his  son  and  successor  Christophe-Jean- 
Francois  (^1710-1765). 

Barbey,  Guillaume  {ft  c  1716-42).  Parisian 
string  instrument  maker  known  for  his  beauti- 
ful viols  which  were  the  pride  of  players  such 
as  Marais  and  the  Forquerays;  the  elder  For- 
queray  owned  two  Barbey  viols  -  one  for  solo 
music,  the  other  for  accompanying.  As  many 
as  four  Barbey  bass  viols  (^1720)  are  known 
to  survive,  as  well  as  a  later  pardessus  de  viole. 

Baroni,  Leonora.  See  Italy  10  Itinerant 
Musicians. 

Barriere,  Jean  (a  705- 1747).  Cellist  and 
composer  from  Bordeaux  who  took  up  a  place 
in  the  Paris  Opera  orchestra  and  published 
four  collections  of  cello  sonatas  which  chron- 
icle his  own  assimilation  of  the  Italian  style. 
His  first  two  sets,  published  before  a  three- 
year  sojourn  in  Rome  (1736-9),  are  indebted 
to  the  rich  traditions  of  French  solo  viol 
playing:  they  contain  passages  of  multiple 
stops,  arpeggiated  chords  and  passage-work 
in  the  highest  register;  a  second,  sometimes 
independent,  cello  contributes  to  the 
accompaniment.  His  third  and  fourth  sets, 
published  after  his  return,  are  very  italianate 
in  their  virtuosity  and  require  the  use  of  the 
left-hand  thumb,  a  technique  he  seems  to  have 
introduced  into  France. 

Bartolotti,  Angelo  Michele  (d  after  1669). 
Bolognese  guitarist,  theorbo  player  and  com- 
poser working  in  Paris.  Rene  Ouvrard  (1666) 
considered  him  'without  doubt  the  most 
skilful  theorbo  player  in  France  and  Italy'.  He 
published  in  Florence  and  Rome  (1640  and 
^1655  respectively)  two  collections  for  guitar 
and  in  Paris  a  treatise  for  theorbists  on  con- 
tinue accompaniment  which  complements 
those  of  Fleury  (1660)  and  Delair  (1690). 

Bataille,  Gabriel  (ci 575-1630).  Lutenist, 
poet  and  composer  of  airs  de  cour,  ballets  and 
musique  mesuree,  who  with  Antoine  de  Boesset 
served  Maria  de'  Medici  as  music  director.  He 
was  succeeded  by  his  sons  Gabriel  (1*1614- 
1676)  and  Pierre.  From  1608  until  16 15  col- 
lections of  his  airs  were  published  annually  by 
his  friend  Pierre  Ballard;  thereafter  this  series 
of  Airs  de  differents  autheurs  [sic],  mis  en  tab- 
lature  de  luth  was  continued  by  Boesset. 

Beauchamp,  Pierre  de  (1636-1705).  Dancer 
and  choreographer,  an  important  figure  in  the 
development  of  French  ballet.  Pierre  (not 
Charles-Louis)  Beauchamp  served  as  Louis 
XIV's  personal  dancing-master  for  22  years. 
As  Lully's  collaborator  he  supervised  ballets 
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and  later  choreographed  operas  for  the  Aca- 
demie R ovale  de  Musique.  Beauchamp  played 
a  significant  role  in  the  Academie  Royale 
de  Danse,  inventing  and  giving  official 
acknowledgment  to  steps  (including  the  five 
positions  of  the  feet)  and  step  patterns  (such 
as  the  minuet  and  bourree). 
Beaujoyeux,  Balthasar  de  [Belgioioso,  Bal- 
dassare  de]  (c  1535-87).  Italian  ballet  master 
and  violinist  at  the  French  court  whose  Circe 
(1581)  was  the  first  French  dramatic  pro- 
duction to  unite  poetry,  music  and  dance. 
Beaujoyeux  -  shrewd  in  affairs  of  the  French 
court  -  became  valet  de  chambre  to  a  succession 
of  sovereigns.  As  'master  of  the  revels'  he 
organized  lavish  entertainments,  sparing  no 
expense.  His  greatest  triumph  was  Circe  ou  le 
Balet  [sic]  comique  de  la  Roync,  performed  in 
1 58 1  as  part  of  the  wedding  celebrations  of 
the  Duke  of  Joyeuse  and  the  queen's  sister. 
Thousands  were  said  to  have  attended  the 
performance,  for  which  d'Aubigny  and  La 
Chesnaye  contributed  the  verses,  Lambert  de 
Beaulieu  and  Jacques  Salmon  the  music, 
Jacques  Patin  the  scenery  and  Beaujoyeux  the 
dances. 

Bedos  de  Celles,  Francois  (1709-79).  Organ 
builder  whose  L'art  du  facteur  d'orgues  (1766- 
78)  provides  important  descriptions,  with 
illustrations,  of  the  construction  of  French 
Classical  organs,  as  well  as  remarks  on  organ 
performance  practice  -  ornamentation,  articu- 
lation and  registration.  He  also  contributed 
reports  to  the  Mercure  de  France  on  newly 
installed  organs. 

Bembo,  Antonia  {ft  1690- 17 10).  Venetian 
singer  and  composer  working  at  the  French 
court.  Although  her  name  does  not  appear 
in  the  well-known  memoirs  of  the  day,  the 
Mercure  galant  or  the  court  records,  she  left 
five  manuscript  volumes  of  sacred  and  secular 
music,  dedicated  to  Louis  XIV  and  preserved 
in  his  library.  Indeed,  all  that  is  known  of  her 
life  has  been  gleaned  from  the  title  pages  and 
dedications  of  these  volumes:  they  include  a 
collection  of  aria  and  cantata  settings  of 
Italian,  French  and  Latin  texts  {Produzioni 
armoniche);  two  Te  Deum  settings  (one  dated 
1704);  an  opera  (on  the  same  text  by  Buti 
which  Cavalli  had  set  for  the  royal  wedding 
celebrations  more  than  40  years  earlier),  L'Er- 
cole  amante,  which  was  performed  before  the 
king  in  1707;  and  Les  sept  Pseumes,  de  David. 
As  a  foreign  woman  and  a  composer,  Antonia 
Bembo  was  exceptional  in  having  gained  the 
attention  and  respect  of  the  French  monarch 
and  should  be  compared  with  her  contem- 
porary Elisabeth-Claude  Jacquet  de  la  Guerre. 
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Benserade,  Isaac  de  (1613-91).  Court  poet 
who  elevated  ballet  de  cour  to  a  literary  form. 
Benscrade's  gifts  as  a  writer  of  panegyrical 
verse  were  usefully  employed  in  turn  by  Riche- 
lieu, Mazarin  and  Louis  XIV.  His  elegant, 
polished  verse  was  peopled  with  an  eclectic 
cast  of  historical,  mythological  and  allegorical 
characters,  who  presented  everyday  occur- 
rences in  the  king's  life  and  important  events 
of  the  realm  with  equal  ceremony.  He  counted 
among  his  friends  La  Fontaine,  La  Roche- 
foucauld and  Madame  de  Sevigne;  among  his 
foes  Moliere,  Racine  and  Boileau. 

Benserade  collaborated  with  a  series  of 
composers  -  the  greatest  of  whom  were 
Lambert  and  Lully  -  and  the  choreographer 
Beauchamp  to  create  the  literary,  musical  and 
visual  spectacle  of  ballet  de  cour.  In  this  he  had 
the  full  support  of  the  king,  who  danced  the 
part  of  the  Sun  in  Benscrade's  first  work,  the 
Ballet  de  Cassandre  (165 1 ).  In  all  his  23  ballets 
Benserade  sought  to  flatter  his  sovereign,  who 
in  turn  extracted  political  advantage  from  the 
adulatory  celebrations.  Lully  learnt  much 
from  Benserade's  example  and  by  the  late 
1 650s  had  made  his  influence  felt  in  this  genre. 
Music  took  precedence  altogether  in  the  Ballet 
de  Flore  (1669).  But  when  the  king  stopped 
taking  part  in  the  ballets  de  cour  (February 
1670)  he  signalled  their  decline:  three  years 
later  Lully  presented  his  first  tragedie  lyrique, 
Cadmus  et  Hermione,  to  a  text  by  Quinault. 

Berain,  Jean  (1640-1711).  Stage  designer 
who  rose  through  the  ranks  as  a  stage  decorator 
and  costume  designer  responsible  for  court 
mascarades,  pompes  funebres  and  theatre  pro- 
ductions. In  1680  he  succeeded  Vigarani  as 
set  designer  and  machinist  for  the  Academic- 
productions  of  Lully's  tragedies  lyriques,  and 
for  his  first  production,  Proserpine  (1680),  he 
created  the  illusion  of  Mount  Etna  erupting, 
an  effect  much  praised  by  the  Mercure.  The 
spectacular  scene  from  Phaeton  (1683),  in 
which  Neptune  rises  out  of  the  sea  and  is 
transformed  into  a  lion,  was  also  highly 
acclaimed.  In  all,  Berain  applied  his  ingenuity 
to  more  than  80  productions. 

Bergerotti,  Anna  (b  ^1630).  Roman  soprano 
working  at  the  French  court  in  the  Cabinet 
Italien  (1655-64),  who  returned  to  Italy  in 
1669.  Bergerotti  sang  in  performances  of 
ballets  de  cour,  as  well  as  at  receptions  such  as 
that  for  the  Duke  of  Mantua  hosted  by 
Mazarin  in  1655,  and  at  the  1662  Tenebres 
services  at  the  Eglisc  aux  Feuillants;  she 
usually  appeared  with  other  sopranos,  includ- 
ing the  Frenchwomen  Anne  de  La  Barre  and 
Hilaire  Dupuy.  Her  name  appears  regularly 


in  the  journal  of  Loret,  who  unfailingly  praised 
her  voice  and  described  her  as  the  'aimable 
Bergerotv '.  She  took  a  principal  role  in  Caval- 
li's  Xerse ,  which  was  performed  as  part  of  the 
wedding  festivities  for  Louis  XIV  and  the 
Spanish  Infanta  Maria  Theresa  in  1660.  She 
was  the  only  cantatrice  etoile  in  the  1 2-strong 
Cabinet  Italien  (which  included  her  brother 
Carlo  Andrea),  created  by  Mazarin  and 
directed  by  Gian  Francesco  Tagliavacca, 
which  was  eventually  suppressed  by  Lully; 
their  last  performance  before  Louis  XIV  was 
in  an  entree  of  Le  mariage  force  in  1664.  She 
continued  as  a  musicienne  de  la  chambre  until 
1669. 

Bernier,  Nicolas  (1665- 1734).  Composer, 
thought  to  have  been  the  earliest  French  com- 
poser to  study  in  Italy  (with  Caldara  in  Rome) 
and  then  to  make  his  way  successfully  into  the 
highest  echelons  of  the  musiques  de  cour.  He 
very  probably  mixed  with  the  circle  of  com- 
posers in  Paris  experimenting  with  the  sonata 
and  cantata  forms  in  the  1690s  and  was  one  of 
the  first  to  publish  collections  of  cantatas  after 
the  turn  of  the  century.  Bernier  was  a  friend 
and  teacher  of  Philippe  d'Orleans,  who  in 
1704  helped  him  to  succeed  Charpentier  as 
maitre  de  mustque  at  the  Sainte-Chapelle.  He 
married  a  daughter  of  Marin  Marais  and  in 
1723  became  one  of  three  sous-maitres  who 
followed  Lalande  at  the  Chapelle  Royale.  In 
those  posts  he  produced  a  wide  variety  of 
sacred  music  and  a  treatise  on  two-part 
counterpoint  (Principes  de  composition).  His 
Miserere  and  Cum  invocarem  were  among  the 
first  works  performed  at  the  Concert  Spirituel 
(1725)- 

Berteau,  Martin  (1708-71).  Founder  of  the 
French  school  of  cello  playing.  Berteau  served 
the  exiled  King  of  Poland  (Louis  XV's  father- 
in-law)  and  taught  at  the  College  des  Quatre 
Nations,  Paris,  where  his  pupils  included  J. 
B.  Tilliere,  Francois  Cupis,  J.-B.-A.  J.  Janson, 
L.-A.-J.  Janson  and  J.-P.  Duport.  He  com- 
posed v  iolin  and  cello  sonatas;  six  of  the  latter, 
first  published  under  the  pseudonym  lSgr. 
Martino'  in  1748,  make  particular  use  of 
thumb  technique,  chords  and  harmonics.  His 
characterful  plaving  was  warmly  praised  bv 
La  Borde.  J.-B."  S.  Breval  (1804)  and  J.-L. 
Duport  (1806)  included  pieces  by  him  in  their 
cello  tutors. 

Berthod,  Blaise  (t  1610-77).  The  only  known 
French  castrato  singer  (whose  sobriquet, 
'L'incommode',  reflects  the  French  unease 
with  regard  to  the  practice  of  castration).  Born 
in  Lyons,  Berthod  served  from  1634  as  a  singer 
(usually  listed  among  the  dessus  muez  et 
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cornets)  in  the  Chapelle  Royale,  where  he  was 
succeeded  in  1678  by  Jean  Gave.  He  is  fre- 
quently mentioned  in  Loret's  journal  during 
the  1 650s  and  early  1660s;  Loret  particularly 
admired  his  voice,  describing  it  as  like  that  of 
an  angel  or  a  virgin,  sweet  and  clear,  and 
equally  appropriate  'pour  cabinet  et  pour 
chapelle*.  Louis  XIV  was  said  to  be  surprised 
and  delighted  by  his  voice  when  he  first  heard 
Berthod  sing  at  the  Louvre  in  1661. 

Bizey,  Charles  (fl  1716-52).  Woodwind 
instrument  maker  who  was  one  of  the  first  in 
France  ro  build  a  one-keyed  flute  with  alter- 
native upper  middle  joints  of  different  lengths. 
He  also  made  two-  and  three-keyed  oboes, 
bass  oboes  (doubled  back  like  bassoons),  oboes 
d'amore,  alto  recorders,  bass  flutes  and  bas- 
soons. His  instruments  are  marked  with  the 
royal  symbols  of  a  fleur-de-lis  and  a  sun. 

HI  aim  ilk\  Charles  Henri  (c  17 10-77). 
Cellist,  mediocre  composer,  controversial  the- 
orist who  claimed  to  have  discovered  the  third 
mode  (or  mode  trnxte),  and  author  of  a  treatise 
on  vocal  composition  and  performance  (L'es- 
prit  de  Part,  1754)  and  a  history  of  music 
(1767).  Several  of  Blainville's  works  were  per- 
formed at  the  Concert  Spirituel,  among  them 
a  double  quatuor  symphonie (1741),  a  symphonie 
in  the  third  mode  (1751)  and  several  sacred 
vocal  works  (during  the  1 760s).  He  composed 
light  secular  vocal  music  and  an  opera,  as  well 
as  concerti  grossi,  trio  sonatas,  and  sonatas 
for  treble  viol  and  for  two  cellos.  He  was  a 
conservative  composer,  who  took  Lully's  side 
against  the  Ramistes  and  whose  theories 
brought  criticism  from  Daquin  and  La  Borde. 

Blamont,  Francois  Colin  de  (1690-1760). 
Versailles  composer  of  stage  music,  knighted 
by  Louis  XV  in  1750.  Blamont,  the  pupil  of 
Lalande  and  protege  of  the  Duchess  of  Maine 
(in  whose  'Grandes  Nuits  de  Sceaux'  he  par- 
ticipated), became  surintendant  de  la  musique 
de  chambre  in  17 18.  In  that  capacity  he  com- 
posed courtly  pieces  a"occasion,  petits  motets 
and,  with  Fuzelier,  devised  the  first  ballet 
heroique  (a  sub-species  which  eclipsed  opera- 
ballet),  Les  festes  grecques  et  romaines  (1723). 
He  published  three  books  of  cantatas  in  the 
cosmopolitan  style  of  'les  gouts-reiinis'  (the 
first  in  1723,  the  others  in  1729),  with  sym- 
phonies, da  capo  arias  and  concerto  ritour- 
nelles;  Circe,  of  the  third  book,  proved  the 
most  popular.  His  motets  were  performed  at 
the  Concert  Spirituel,  his  cantatas  and  diver- 
tissements at  the  Concert  Francais.  In  1729  he 
published  a  posthumous  edition  of  40  grands 
motets  by  Lalande  and,  in  1754,  his  own  Essai 
sur  les  gouts  anciens  et  modernes  de  la  mustque 
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francatse  (in  which  he  was  critical  of  Jean- 
Jacques  Rousseau). 

Blanchet.  Important  Parisian  family  of  harp- 
sichord makers.  Francois  F.tienne  Blanchet 
(1695- 1 761)  was  the  most  famous  member  of 
the  family;  his  instruments  were  much  prized 
for  their  tone  and  response.  Together  with 
his  son,  of  the  same  name,  he  'modernized' 
Ruckers  harpsichords,  installing  new  jacks, 
slides  and  keyboards  as  well  as  building  new 
double-manual  instruments;  his  daughter 
married  Armand-Louis  Couperin.  Francois 
Coupcrin  is  known  to  have  owned  a  Blanchet 
and  Balbastre  a  rebuilt  Ruckers. 

The  Fleming  Pascal-Joseph  Taskin  (1723- 
93)  joined  the  firm,  duly  married  the  son's 
widow  and  took  over  the  business;  his  step-son 
Armand  Francois  Nicholas  Blanchet  (1763- 
181 8),  who  published  a  manual  on  tuning  key- 
board instruments  (Methode  abregee  pour 
acc order  le  clavecin  et  le  forte-piano,  1797-- 
1800),  joined  Taskin  in  the  workshop,  build- 
ing pianos  as  well  as  harpsichords.  To  the 
Blanchet  harpsichord,  Taskin  added  a  sliding 
coupler  and  the  ornate  -  either  lacquered  or 
painted  -  decoration  of  the  case;  he  also 
improved  the  resonance,  particularly  of  the 
bass. 

Blavet,  Michel  (1700-68).  Flautist  and  com- 
poser, popular  at  the  Concert  Spirituel.  Bla- 
vet's  flute  playing  was  as  admired  in  Germany 
as  in  France:  Frederick  the  Great  tried  unsuc- 
cessfully to  attract  him  to  his  court;  Telemann, 
Marpurg  and  Quantz  praised  his  beautiful 
tone,  perfect  intonation  and  virtuoso  tech- 
nique. Blavet  preferred  to  remain  in  Paris  in 
the  service  of  the  Count  of  Clermont,  per- 
forming regularly  as  a  soloist  at  the  Concert 
Spirituel.  He  composed  stage  works  with  ital- 
ianate  secco  recitatives  for  performances  in  his 
patron's  private  theatre  at  Berny,  but  is  best 
known  for  his  single  surviving  flute  concerto 
and  his  collections  of  flute  sonatas.  His  com- 
mitment to  teaching  is  represented  by  the 
breathing  indications  found  in  his  op.  2  and 
the  range  of  difficulty  represented  in  the  pieces 
of  his  recueils. 

Boesset.  Antoine  de  Boesset,  Sieur  de  Ville- 
dieu  (1586- 1 643)  was  the  leading  composer 
of  airs  de  cour,  which  were  much  admired  for 
their  natural  and  refined  melodies.  Such  was 
Boesset's  popularity  that  he  easily  acquired  a 
portfolio  of  court  appointments  -  including 
maitre  des  enfants  de  la  chambre  du  roy  (1613), 
maitre  de  la  mustque  de  la  reine  (161 5),  secretaire 
de  la  chambre  du  roy  (1620),  surintendant  de  la 
mustque  du  roy  (1623)  and  conseiller  et  maitre 
d' hotel  ordinaire  du  roy  (1632)  -  which  he 
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passed  on  to  his  eldest  son  Jean-Baptiste  de 
Boesset,  Sieur  de  Dehault  (1614-85),  at  his 
death.  In  about  1640  Marin  Mersenne  devised 
a  contest  between  Antoine  de  Boesset  and 
the  Dutch  Catholic  priest  Joan  Albert  Ban, 
ostensibly  to  discover  who  could  compose  the 
best  air  on  the  text  4Mc  veux-tu  voir  mourir\ 
Boesset  put  forward  the  better  air,  although, 
in  Ban's  defence,  Mersenne  had  unfairly 
weighted  the  contest  to  favour  Boesset. 

J.-B.  Boesset  is  now  generally  thought  to 
be  the  composer  of  three  Masses  previously 
ascribed  to  his  father;  he  also  collaborated  with 
Lully  on  airs  for  ballets  de  cour  (1653-66). 

Boismortier,  Joseph  Bodin  de  (1680-1755). 
Prolific  composer  and  popularizcr  of  the  flute 
in  France.  Boismortiers  opus  numbers  reach 
100,  offering  sonatas  and  concertos  for  an  array 
of  instruments  -  recorder,  flute,  musette, 
oboe,  bassoon,  viol,  vielle,  violin  and  cello  - 
equalled  in  this  period  only  by  Vivaldi.  Bois- 
mortier was  the  first  in  France  to  publish 
not  only  concertos  (for  five  flutes,  1727),  but 
specifically  a  solo  concerto  (op.  26,  for  cello, 
viol  or  bassoon,  1729).  Most  of  his  chamber 
music  was  intended  for  amateurs,  offering  a 
variety  of  performing  options.  In  addition  he 
composed  four  stage  works,  cantatas,  airs  and 
sacred  works  (his  1741  motet  Fugit  nox  was 
popular  Christmas  fare  at  the  Concert  Spi- 
rituel  for  over  20  years).  Two  treatises  on 
playing  the  flute  and  pardessus  are  lost. 

Bonnet-Bourdelot.  Family  of  physicians  and 
music  historians.  Pierre  Bourdelot  (1610-85), 
a  physician  to  Louis  XIII,  actively  cultivated 
a  circle  of  writers,  artists  and  musicians. 
Together  with  his  nephew,  Pierre  Bonnct- 
Bourdelot  (1638- 1708),  who  was  chief  phys- 
ician to  the  Duchess  of  Burgundy,  he  gathered 
together  the  sources  for  a  proposed  book  on 
the  history  of  music  and  dance.  The  nephew 
completed  a  manuscript  history  of  music,  the 
first  of  its  kind  in  French,  though  it  was  his 
brother  Jacques  (1644- 1724),  a  parliamentary 
treasurer,  who  published  it  as  the  Histotre  de 
la  musique  el  de  ses  eflets  depuis  son  ongme 
jusqu'a  present  in  1 7 1 5;  subsequent  Dutch  and 
German  editions  were  appended  to  Lc  Ccrf 
de  La  Vieville's  Comparaison  de  la  musique 
ttalienne  et  de  la  musique  franc aise  (1704-6)  as 
volumes  ii-iv  without  acknowledgment. 
Jacques  Bonnet  brought  out  Histoire  generate 
de  la  danse  sacree  et  profane  in  1723,  thereby 
realizing  his  uncle's  original  intentions. 

Bononcini,  Giovanni.  See  Italy  5  Modena- 
Reggio. 

Bourgeois,  Thomas-Louis  (1676  41750). 
Gifted  countertenor  who  was  a  rather  slender 


composer  of  cantatas  and  divertissements. 
Bourgeois  published  an  early  collection  of 
Pieces  en  trio  in  1701,  before  taking  the  post 
of  maitre  de  musique  at  Strasbourg  Cathedral 
and  later  Toul.  By  1708  he  was  back  in  Paris, 
singing  at  the  Opera,  though  he  took  brief 
engagements  in  the  Low  Countries  as  well  as 
in  provincial  France.  Also  in  1708  he  pub- 
lished his  first  book  of  cantatas.  In  17 13  he 
produced  an  opera-ballet ',  Les  amours  deguises, 
and  the  following  year  contributed  Le  Comte 
de  Gabalis  to  the  'Grandes  Nuits  de  Sceaux'. 
Another  opera-ballet  followed  in  1715  (Les 
plaisirs  de  la  paix),  and  at  much  that  time  he 
was  appointed  surintendant  de  la  musique  to 
the  Duke  of  Burgundy.  He  continued  to 
produce  cantatas  -  the  most  popular  was 
Zephire  et  Flore  from  his  second  book  (1718) 
and  in  1721  he  collaborated  with  Aubert  on 
Diane  for  a  private  performance  at  Chantilly. 
He  left  his  post  in  1721  for  the  itinerant  life 
of  conducting  his  divertissements  in  provincial 
capitals. 

Boyvin,  Jacques.  Sec  France  2  Provinces. 
Brossard,  Sebastien  de.  See  France  2  Prov- 
inces. 

Buftardin,  Pierre-Gabriel.  See  Northern 
Europe  4  Saxony  and  Thuringia:  Dresden. 

Buterne,  Jean-Baptiste  (^1650-1727). 
Organist  from  Toulouse  who  in  1678  became 
an  organist  of  the  Chapelle  Royalc;  he  also 
held  posts  in  Paris  churches,  sharing  that  of 
St  Eticnne-du-Mont  with  his  brother  David 
from  1685  to  1705.  He  left  'petites  regies  pour 
1'accompagnement'  in  manuscript;  none  of  his 
music  survives.  He  retired  from  the  court  in 
1721  and  was  succeeded  at  Versailles  by  Dan- 
drieu. 

Buti,  Francesco  (d  1682).  Italian  librettist  and 
impresario  who,  with  the  support  of  Cardinal 
Mazarin,  introduced  Italian  opera  at  the 
French  court.  Educated  in  law,  Buti  served  as 
secretary  to  Cardinal  Antonio  Barberini  in 
Rome;  also  in  the  employ  of  the  cardinal  was 
the  composer  Luigi  Rossi,  who  set  Buti's  ora- 
torio text  Giuseppe,  Jiglio  di  Giacobbe.  In  1645 
the  Barberinis  sought  exile  in  France,  and  Buti 
accompanied  them  to  Paris  where  he  quickly 
caught  the  eye  of  Cardinal  Mazarin.  To  Buti, 
Mazarin  delegated  authority  over  the  Italian 
musicians  at  court.  Buti  also  wrote  librettos 
for  court  ballets  and  operas  -  including  Rossi's 
Orfeo  (1647),  Carlo  Caproli's  Le  nozze  di  Peleo 
e  di  Teti  (1654)  and  Cavalli's  Ercole  amante 
(1662).  Mazarin  rewarded  him  with  French 
citizenship  and  a  generous  pension. 

Caccini.  See  Italy  6  Tuscany. 

Caffarelli.  See  Italy  to  Itinerant  Musicians. 
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Caix  d'Hervelois,  Louis  dc  (d  ^1760).  Bass 
viol  player  and  composer.  Caix  d'Hervelois 
remains  a  shadowy  figure  in  the  history  of  viol 
playing,  despite  the  five  collections  of  pieces 
de  violes  he  published  over  a  30-year  period. 
He  never  held  a  court  appointment,  unlike  the 
other  viol-playing  Caix  family  from  Lyons  - 
Francois-Joseph  (d  after  175 1 )  and  his 
children,  who  included  a  daughter  Marie- 
Anne  Ursulc  (17 1 5-51)  -  and  contented 
himself  instead  with  the  patronage  of  lesser 
nobles.  Nevertheless,  Le  Blanc  ( 1 740)  placed 
him  next  to  Marais  and  the  elder  Forqueray 
in  the  'empire  de  la  viole'. 

Camargo,  La.  See  France  /  Paris  and  Ver- 
sailles, Cupis  de  Camargo,  Marie-Anne. 

Cambert,  Robert  (^1627-1677).  Organist  for 
22  years  at  St  Honore,  Paris,  and  composer 
who  collaborated  with  Pierre  Perrin  on  some 
of  the  earliest  pastorales,  or  comedies  francoises 
en  musique.  Their  Pastorale  d'Issy  (1659)  was 
performed  before  Louis  XIV,  the  Queen 
Mother  (in  whose  household  Cambert  later 
served)  and  Mazarin;  Cambert  contributed  an 
overture,  14  songs  and  a  series  of  ritournelles 
(now  lost).  They  collaborated  on  Ariane  in  the 
same  year.  A  decade  later,  in  1669,  Cambert 
and  Perrin  were  formally  granted  a  royal  privi- 
lege to  establish  'academies  d'opera'.  In  spite 
of  the  success  of  Pomone  (1671),  the  academy 
went  bankrupt;  with  Lully's  acquisition  of  the 
privilege  in  1672,  Cambert 's  career  as  an  opera 
composer  was  effectively  blocked. 

He  decided  to  make  a  new  start  in  London, 
where  he  and  a  former  pupil,  Louis  Grabu, 
established  in  1674  a  Royal  Academy  of 
Musick  at  the  Theatre  Royal,  Bridges  Street, 
Covent  Garden.  Ariane  was  performed,  with 
additional  music  by  Grabu,  to  celebrate  the 
marriage  of  the  Duke  of  York.  They  also 
adapted  Pomone  for  a  performance  at  Windsor 
before  Charles  II  later  that  year. 

Campra,  Andre  (1660-1744).  Important 
figure  in  Parisian  musical  life  at  the  turn  of 
the  century  as  a  composer  of  both  dramatic 
and  sacred  music.  Unique  among  his  con- 
temporaries, Campra  followed  in  the  footsteps 
of  Charpentier:  he  was  a  gifted  composer  of 
dramatic  music  who  nevertheless  spent  much 
of  his  career  in  the  service  of  the  church.  The 
times  were  kinder  to  him  than  to  Charpentier. 
After  spending  his  early  years  in  the  south  of 
France  (at  Aix-en-Provence,  Aries  and  Tou- 
louse), he  quickly  found  his  feet  in  Paris 
where,  within  six  months  of  his  arrival  in  1694, 
he  was  installed  as  maitre  de  musique  at  the 
cathedral  of  Notre  Dame,  and  as  early  as  1698 
he  was  composing  music  for  the  Latin  trag- 
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edies  performed  at  the  Jesuit  college  in  Paris, 
Louis  le  Grand. 

The  italophiles  -  the  dukes  of  Chartres 
(later  regent)  and  Sully  and  the  Duchess  of 
La  Ferte  -  soon  patronized  him  for  diver- 
tissements. Their  success  led  him  to  devise 
larger-scale  opera-ballets,  though  initially  he 
took  the  precaution  of  publishing  in  his 
brother  Joseph's  name.  However,  Campra  had 
accurately  gauged  the  public's  taste  for  friv- 
olous entertainment,  involving  ordinary 
people  in  comic  situations,  and  such  was  the 
popularity  of  L Europe  galante  (1697;  text  by 
La  Motte)  that  he  resigned  the  prestigious 
post  at  Notre  Dame  in  1700  to  concentrate  on 
tragedie  lyrique  and  opera-ballet. 

He  assumed  a  post  as  conducteur  at  the 
Opera,  where  all  his  major  dramatic  works 
(texts  by  Danchet)  were  subsequently  per- 
formed. He  composed  nine  tragedies,  among 
them  Hesione  ( 1 700),  Tancrede  ( 1 702)  and  Ido- 
menee  (17 12),  and  four  opera-ballets  which, 
in  addition  to  /.'Europe  galante,  include  Les 
Muses  (1703),  Les  fetes  venitiennes  (1710)  and 
Les  ages  (17 18).  Campra  took  up  the  incom- 
plete setting  of  Iphigenie  en  Tauride  begun  in 
the  mid  1690s  by  Desmarets  (exiled  in  Spain), 
composed  a  prologue  and  scenes  for  all  five 
acts,  and  then  arranged  for  its  performance  by 
the  Academie  in  1704.  During  this  time  he 
also  produced  three  books  of  cantatas  which 
encapsulate  his  operatic  style  -  reliance  on  da 
capo  arias,  expressive  use  of  harmony  and 
artful  melodies,  and  a  keen  sense  of  instru- 
mental colour  (whether  with  virtuoso  soloists 
or  massed  to  create  storms,  shipwrecks,  earth- 
quakes or  slumber)  -  and  contributed  music 
to  the  Duchess  of  Maine's  'Grandes  Nuits  de 
Sceaux'  in  1714  and  1715.  In  1722  Campra 
was  appointed  maitre  de  musique  to  the  Prince 
of  Conti. 

After  the  death  of  the  regent  he  returned  to 
the  church,  taking  up  one  of  the  sous-maitre 
positions  at  Versailles  ceded  by  Lalande  in 
1723.  For  the  Chapelle  he  composed  grands 
motets  which  are  themselves  very  operatic  in 
style.  He  published  five  books  of  petits  motets  - 
veritable  cantatas  with  sacred  texts  -  and  two 
books  of  psalms;  many  works  remained 
unpublished,  including  a  Messe  de  Requiem 
(4-1722).  In  1730  Campra  succeeded  Des- 
touches  as  mspecteur  general  of  the  Academie 
Royalc  de  Musique  in  Paris. 
Caproli,  Carlo.  See  Italy  7  Papal  States: 
Rome. 

Carlier,  Crespin.  See  France  2  Provinces. 
Castel,  Louis-Bertrand  (1688- 1757).  Jesuit 
mathematician,  physician  and  theorist.  Castel 
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arrived  in  Paris  from  the  provinces  in  1720  to 
take  up  a  teaching  post  at  the  Jesuit  school. 
As  a  scientist  he  was  preoccupied  with  the 
relationship  between  sound  and  colour,  and 
spent  30  years  developing  an  'ocular 
harpsichord'  inspired  by  the  theories  of 
Athanasius  Kircher,  Newton,  Descartes  and 
Constantijn  Huygens.  As  a  journalist  he  con- 
tributed critical  reviews  of  the  music  and  the- 
ories of  Rameau  to  the  Mercure  de  France  and 
the  Journal  it  Trevoux. 

Cavalli,  Francesco.  See  Italy  4  Venice. 

Cercamanan,  Anne  Fonteaux  de  (d  41719). 
Soprano  who,  according  to  Loret's  journal, 
sang  annually  at  the  Eglise  aux  Feuillants  with 
La  Barre  and  Hilairc  during  the  late  1650s  and 
early  1660s  and  took  part  in  the  performances 
of  Perrin's  Pastorale  d'Issy  at  the  Louvre  in 
1659.  During  the  early  1660s  she  appeared  in 
ballets  de  cour  and  in  1678  she  was  appointed 
chantre  extraordinaire  de  la  musique  de  la 
chambre. 

Certain,  Maric-Francoise  (d  171 1).  Parisian 
harpsichordist  and  companion  to  Lully  who 
presided  over  a  regular  music  salon  at  her 
home  near  the  Palais  Royal.  Titon  du  Tillct 
wrote  warmly  of  the  precision  of  her  playing 
and  her  command  of  repertory,  and  Hubert 
Le  Blanc  saw  her  as  a  mediator  between 
French  and  Italian  tastes.  She  left  a  library  of 
over  100  volumes  of  music  -  ballets  and  operas 
by  Lully,  motets,  airs  and  collections  of  harp- 
sichord pieces  from  D'Anglcbcrt  to  Jacquet  de 
la  Guerre;  she  owned  a  variety  of  instruments 
which  included  a  recorder,  guitar,  two  treble 
and  two  bass  viols,  an  Italian  basse  de  violon, 
two  harpsichords  and  a  theorbo. 

Chambonnieres,  Jacques  Champion, 
Sieur  de  (160 1/2- 1672).  Founder  of  the 
French  Classical  school  of  harpsichord  playing 
and  composer.  Chambonnieres  is  usually  cre- 
dited with  having  adapted  the  lute  idiom  to 
the  harpsichord.  He  composed  exclusively  for 
the  solo  harpsichord  but  only  published  two 
collections  (1670).  His  fluency  indeed 
delicacy  -  and  command  of  ornamentation  are 
attested  to  by  Mersenne  and  Le  Gallois.  He 
was  the  teacher  and  mentor  of  the  Couperin 
brothers,  Hardel,  D'Anglebert  (who  assumed 
his  court  post  in  1662  and  later  composed  a 
moving  tombeau  in  his  honour),  N'.-A. 
Lebeguc,  Robert  Cambert  and  G.  G.  Nivers. 

In  1 64 1  he  inaugurated  a  series  of  private 
concerts  (the  'Assemblee  des  Honnestes 
Curieux')  which  took  place  on  Wednesdays 
and  Saturdays  at  noon.  Two  years  later  he  took 
over  his  father's  court  post  as  a  gentilhommc 
ordinaire  of  the  king's  chamber,  and  during  the 


1 650s  danced  alongside  Lully  and  the  young 
Louis  XIV  in  the  Ballet  de  la  nuit  (1653)  and 
in  the  intermedes  of  Carlo  Caproli's  Le  nozze 
di  Peleo  e  di  Tett  (1654).  Throughout  his  life 
Chambonnieres  donned  aristocratic  titles  to 
enhance  his  reputation  yet,  according  to  the 
viol  player  Jean  Rousseau,  he  was  forced,  ulti- 
mately, to  resign  his  royal  post  because  he  was 
unwilling  to  acquire  the  techniques  of  figured 
bass  accompaniment,  preferring  instead  to 
disguise  his  ignorance  by  affecting  the  atti- 
tudes of  a  dilettante. 
Charpentier,  Marc-Antoine  (1643  1704). 
Versatile  and  prolific  French  composer  of 
sacred  and  theatrical  music  which  rivalled  that 
of  Lully.  Until  recently  Charpentier  and  his 
music  have  been  little  known  and  appreciated, 
largely  because  he  never  held  a  court  appoint- 
ment, nor,  with  the  exception  of  a  few  airs, 
petits  motets  and  a  post-Lullian  opera,  was  his 
music  published.  He  had  a  remarkable  career, 
partly  in  the  service  of  the  church  and  related 
institutions  on  the  fringes  of  the  court  and 
partly  with  the  Comedic  Franyaise,  as  Moli- 
ere's  troupe  became  known. 

He  was  one  of  the  first  French  composers 
to  study  in  Italy  (some  time  between  1662  and 
1667),  where  he  absorbed  the  polychoral  and 
concertato  styles  and  became  acquainted  with 
the  sonata,  the  cantata  and  oratorio  genres. 
His  models  were  Carissimi  (with  whom  he 
is  thought  to  have  studied),  the  Mazzocchis, 
Orazio  Benevoli  and  Francesco  Beretta.  He 
introduced  their  music  to  italophile  gatherings 
in  Paris  and  at  the  Marais  hotel  ai  the  Duchess 
of  Guise,  along  with  his  own  oratorios  and 
motets,  theatrical  pieces,  the  earliest  French 
cantatas  and  a  virtuoso  sonata  for  eight  instru- 
ments (which  predated  by  nearly  a  decade 
the  experiments  of  Couperin,  Jean-Fcry  Rebel 
and  E.-C.  Jacquet  de  la  Guerre). 

His  music,  for  the  most  part  contained  in 
28  manuscript  volumes  of  'Meslangcs'  (now 
available  in  facsimile),  is  preserved  in  the  Paris 
Bibliothcque  Nationale  and  is  mainlv  sacred. 
These  are  working  scores,  with  names  of 
singers  and  instrumentalists  as  well  as  per- 
forming indications  written  in  the  margins. 
Charpentier  composed  sacred  music  for  the 
varied  resources  of  churches,  private  chapels 
and  convents;  11  Masses,  84  psalm  settings 
and  207  motets  survive.  In  the  early  1680s  he 
provided  music  for  the  Masses  of  the 
Dauphin,  which  Louis  XIV  attended  when  in 
Paris.  As  composer  and  maitre  de  musique  at 
the  principal  Jesuit  church  in  Paris,  Char- 
pentier composed  music  for  services  and  for 
the  Latin  dramas  presented  by  the  Jesuit  col- 
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leges.  Critical  of  Charpentier's  use  of  opera 
singers  in  productions  such  as  David  el  Jon- 
athas  (1688),  Le  Ccrf  called  the  church  of 
St  Louis  in  the  rue  St  Antoine  Teglisc  dc 
1'opera'. 

In  1698  Charpentier  was  appointed  maitre 
de  musique  at  the  Saintc  Chapelle,  a  post 
second  only  to  that  of  the  directorship  of  the 
Chapelle  Royale  at  Versailles.  (Earlier,  in 
1683,  illness  had  prevented  him  from  com- 
peting for  one  of  the  four  coveted  posts  of 
sous-maitre  of  the  Chapelle  Royale;  the  king 
did,  however,  award  him  a  pension  in  respect 
of  his  service  to  the  dauphin.)  The  music 
composed  for  the  Sainte  Chapelle,  such  as  his 
Mass  4Assumpta  est  Maria'  (.'1699)  and  his 
dramatic  motet  Judicium  Salomons  (1702), 
ranks  among  his  finest. 

Much  of  his  theatrical  music  is  lost,  but 
that  which  survives  amply  demonstrates  Char- 
pentier's sensitivity  to  text  in  both  tragic  and 
comic  veins.  Again,  his  experience  was  wide: 
pastorales,  for  the  courtly  entertainments  of 
the  Duchess  of  Guise,  the  dauphin  and  later 
the  Duke  of  Chartres  (with  whom  he  gra- 
ciously collaborated  on  an  opera,  Philomele, 
given  at  the  Palais  Royal);  overtures,  witty 
intermedes  and  incidental  music  for  the  com- 
edies of  Moliere  and  his  successors  at  the 
Comedie  Francaise;  and  a  single  masterpiece 
of  lyric  tragedy,  Medee,  presented  by  the  Aca- 
demiein  1693  which  was  nevertheless  received 
with  the  same  coldness  showered  upon  all  new 
operas  of  the  immediate  post-Lullian  era.  His 
colourful  use  of  harmony,  praised  by  his  con- 
temporaries, was  set  against  a  clear  sense  of 
tonality,  and  his  expressively  phrased  melod- 
ies and  word  painting  contributed  to  the  dra- 
matic impact  of  his  music.  He  adored 
contrast  -  of  instrumental  and  vocal  forces  and 
timbres,  keys  (describing  them  in  his  Regies 
de  composition  (.V1692)  in  terms  of  different 
expressive  characters)  and  other  com- 
positional techniques  -  which  he  counter- 
balanced with  an  equal  passion  for  symmetry. 

His  relationship  with  Lully  is  implicit  if 
unstated  in  contemporary  sources.  His  italo- 
philia  was  unfashionable  in  the  early  years  of 
the  reign,  and  Lully's  superior  connections  at 
court  and  ruthless  ambition  effectively 
blocked  his  path.  But  it  was  to  Charpentier 
that  Moliere  turned  in  1672  when  Lully  aban- 
doned his  comedies  for  the  loftier  heights  of 
tragedy.  And  even  when  Lully  was  gone,  the 
repressiveness  and  prejudice  that  were  his 
legacy  hampered  those  left  behind. 
Chedeville.  Family  of  musette  players, 
makers  and  composers,  of  whom  three  bro- 
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thers  stand  out:  Pierre  (1694-1725),  Esprit 
Philippe  (1696- 1 762)  and  Nicolas  (1705-82). 
All  three  played  in  the  orchestra  of  the  Aca- 
demic Royale  de  Musique  and  acquired  court 
appointments  in  the  Grands  Hautbois  through 
their  relations,  the  Hotteterres.  Pierre  is 
known  only  as  a  player.  Esprit  Philippe  gained 
a  further  appointment  in  1738  in  the  Hautbois 
et  Musettes  de  Poitou,  while  Nicolas  was 
popular  as  a  musette  master  to  the  daughters 
of  Louis  XV. 

The  younger  two  composed  and  arranged 
chamber  music  for  musettes  and  hurdy- 
gurdies  -  suites,  sonatas  and  concertos  -  in  a 
pseudo-rustic  style  in  keeping  with  the  fashion 
at  court.  Nicolas's  op.  6  Amusements  de  Bellone 
ou  Les  plaisirs  de  Mars  (by  1737)  was  inspired 
by  his  campaign  stint  with  the  Prince  of  Conti, 
and  accordingly  the  movements  make  ref- 
erence to  battle;  his  arrangements  include  ver- 
sions of  sonatas  by  Dall'Abaco  and  concertos 
by  Vivaldi.  Esprit  Philippe  and  Nicolas  also 
made  musettes.  Nicolas  enlarged  the  lower 
compass  and  rearranged  the  keys  on  the  little 
chanter.  Many  of  Esprit  Philippe's  musettes 
were  beautifully  executed  in  ivory,  silver  and 
gold,  with  rosewood  chanters. 
Chiarini,  Giuseppe  (d  1678).  Savoyard 
castrato  working  at  the  French  court  in  the 
Cabinet  Italien  (1659-64).  In  Turin  Chiarini 
had  served  at  the  Savoy  court  from  1650  as  a 
member  of  the  Musici  Armonici,  a  select 
group  of  castrato  singers.  In  spite  of  his  popu- 
larity, he  was  forced  to  leave  in  1659  because 
of  scandal  and  went  to  Paris,  where  in  1660 
he  appeared  in  the  lavish  nuptial  performances 
of  Cavalli's  Xerse;  two  years  later  he  sang  in 
Cavalli's  Ercole  amante.  Lully  employed  him 
in  the  Ballet  de  flmpatience  (1661).  As  a 
member  of  the  Cabinet  Italien,  Chiarini 
appeared  in  one  of  Lully's  entrees  in  Moliere's 
Le  mariage  force  (threatened  by  the  popularity 
of  the  Italian  troupe,  Lully  took  steps  to  curtail 
their  appearances).  In  1666  Chiarini  wrote  to 
Carlo  Emanuele  II,  Duke  of  Savoy,  begging 
to  be  allowed  to  return  home;  his  petition  was 
granted. 

Clcrambault,  Louis-Nicolas  (1676- 1749). 
Parisian  harpsichordist,  organist  and  dis- 
tinguished composer  of  cantatas.  Clerambault 
belonged  to  a  family  who  had  been  in  royal 
service  since  the  15th  century.  His  father, 
Dominique  (4-1644- 1704),  w*s  a  member  of 
the  Vingt-quatre  Violons  (1670-82).  Louis- 
Nicolas  divided  his  career  between  church 
organ  appointments  in  Paris  and  a  post  at 
Versailles.  In  his  capacity  as  organist  he  com- 
posed a  variety  of  sacred  works  and  published 
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a  Itvre  d'orgue  (< 1710);  at  Versailles  he  super- 
vised the  concens  requested  by  Madame  de 
Maintenon,  who  had  him  appointed  organist 
at  the  Maison  Royale  de  St  Cyr. 

His  reputation  as  a  fine  organist  was 
exceeded  only  by  that  which  he  achieved  as  a 
composer  of  secular  chamber  music.  Like  his 
older  contemporary  Francois  Couperin,  Clcr- 
ambault  devoted  himself  to  small  forms,  which 
he  infused  with  his  own  version  of  'les  gouts- 
reiinis'  (although  his  pieces  de  clavecin  of  1704 
remain,  like  Couperin's,  in  a  purely  French 
vein).  I  Ic  published  five  collections  of  cantatas 
(1710-  26)  which  contain  some  of  the  finest 
examples  in  the  repertory.  Orphee  (1710), 
scored  for  high  voice,  flute,  violin  and 
continuo,  was  the  most  popular  French 
cantata  of  the  18th  century,  so  exquisite  are 
its  melodies  and  ensemble  timbres,  so  affect- 
ing its  harmony.  Clerambault's  son  Cesar- 
Francois-Nicolas  (d  1760)  was  also  an  organist 
and  composer  of  cantatas. 

Clicquot.  Family  of  royal  organ  builders  at 
work  during  the  17th  and  1 8th  centuries.  The 
tw  o  most  important  members  of  the  Clicquot 
family  were  Robert  (£1645—1719)  and  his 
grandson  Francois-Henri  (1732-00).  Robert, 
the  protege  of  his  brother-in-law  Etiennc 
F.nocq  (d  1682),  gained  a  foothold  at  court 
with  the  help  of  Colbert  (d  1683),  Louis  XlV's 
minister  of  finance.  He  was  taken  into  part- 
nership by  the  celebrated  builder  Alexandre 
Thierry,  whom  he  succeeded  at  the  turn  of 
the  century  as  the  pre-eminent  Parisian  maker. 
Although  none  of  his  instruments  survives, 
the  case  of  the  organ  he  built  (17101 1,  with 
the  assistance  of  Julicn  Tribuot)  for  the  chapel 
at  Versailles  is  still  in  place.  Robert's  sons  Jean 
Baptiste  (1678- 1746)  and  Louis-Alexandre 
((•1684-1760),  father  of  Francois-Henri, 
became  organ  builders. 

The  organs  by  Francois-Henri  Clicquot 
represent  the  final  flowering  of  the  French 
classical  tradition.  His  instruments,  which 
included  those  at  St  Roch,  Paris,  and  St  Louis, 
Versailles,  were  praised  by  Bedos  de  Celles 
(1766-78)  and  the  players  Daquin,  A.-L. 
Couperin  and  Balbastre.  I  le  also  modernized 
many  of  the  famous  17th-century  Parisian 
organs  such  as  that  of  St  Gervais. 

Colin  de  Blamont,  Francois.  See  France  / 
Paris  and  Versailles,  Blamont,  Francois  Colin 
de. 

Collasse,  Pascal  (1649- 1709).  Composer  who 
worked  at  Paris  and  Versailles.  Collasse  came 
to  Paris  from  Rheims.  After  his  training  as  a 
choirboy  at  St  Paul  he  joined  the  coterie  of 
young  musicians  assisting  Lully  with  his  Aca- 
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demie  productions.  From  composing  inner 
voices  for  the  large-scale  ensemble  numbers 
he  rose  to  become  Lully's  secretary  (after  the 
disgrace  of  Lalouette)  and  a  batteur  de  mesure. 
This  connection  assured  him  of  gaining  one 
of  the  four  posts  of  sous-maitre  of  the  Chapellc 
Royale  in  1683.  There  he  joined  Nicolas 
Coupillet,  Guillaume  Minoret  and  Lalande; 
two  years  later  he  took  on  the  additional  posts 
of  compositeur  de  la  mustque  de  la  chambre  and 
maitre  des  pages. 

While  composing  grands  motets  and  a  setting 
of  Racine's  Cantiques  spirituels  for  per- 
formances at  nearby  St  Cyr,  Collasse  main- 
tained his  association  with  the  Academie  in 
Paris.  In  fact  he  was  the  only  Lully  protege  to 
mount  a  successful  tragedie  lyrique  (albeit  only 
one):  Thetis  et  Pelee  ( 1 689;  text  by  Fontenelle) 
remained  in  the  Academie  repertory  for  well 
over  70  years.  I  lis  Ballet  des  satsons  (1695)  was 
also  particularly  popular  -  due  in  part  to  the 
novel  100-bar  tempest  which  later  influenced 
Campra's  Tancrede  (1702)  and  Marais' 
Alcyone  ( 1 706)  -  and  can  be  seen  as  an  import- 
ant precursor  of  Campra's  L' Europe  galante 
(1697).  Like  Charpentier,  Lalande,  Lalouette, 
Campra,  Clerambault,  Desmarets  and  Royer 
he  contributed  tntermedes  to  the  Jesuits'  pro- 
ductions of  Latin  tragedies  during  the  1680s. 

Having  served  Lully  faithfully,  until  his 
death,  Collasse  had  been  led  to  expect  a 
pension  and  house  from  the  estate.  Lully's 
heirs  thought  differently  and  accused  him  of 
plagiarism  (pointing  to  resemblances  between 
a  chorus  in  Lully's  Ballet  des  muses  of  1666 
and  Collasse's  Ballet  des  satsons,  in  order  to 
discredit  his  claim).  Collasse  did  possess 
manuscript  works  by  Lully  and  admitted  to 
having  borrowed  from  them.  In  1696  he  went 
to  Lille,  armed  with  a  privilege  to  found  an 
opera  company,  but  returned  to  Paris  in  1700 
after  his  theatre  was  destroyed  by  fire.  It  is 
said  that  after  retiring  in  1708  from  his  court 
posts,  Collasse  took  up  alchemy  and  died  in 
pathetic  circumstances. 

Constantin,  Louis  (1 1585- 1657).  Violin  vir- 
tuoso and  composer  who  served  Louis  XIII 
as  one  of  the  Vingt-quatrc  Violons.  He  became 
roi  des  joueurs  d'  instruments  in  1624,  a  post 
which  gave  him  the  power  to  levy  taxes  on 
instrumentalists  formally  entering  the  pro- 
fession. Only  one  work,  La  pacifique  (1636) 
for  six  instruments,  survives  in  a  manuscript 
of  the  Philidor  Collection  (Bibliotheque 
Nationale,  Paris). 

Corbctta,  Francesco.  See  Italy  10  Itinerant 
Musicians. 

Corneillc,  Pierre  (1606-84).  Poet  and  drama- 
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tist,  who  dominated  Parisian  theatre  from 
1635  until  1665,  and  one  of  the  original 
members  of  the  Academie  Francaise.  His  plays 
became  the  basis  for  many  opera  librettos  of 
the  17th  and  1 8th  centuries.  Corneille  used 
drama  as  a  forum  for  examining  contemporary 
morals  and  politics,  and  such  was  the  force  of 
his  ideas  that  he  excited  both  intense  antag- 
onism and  admiration  from  his  audiences. 
Between  1629  and  1674  he  produced  dramatic 
works,  working  in  a  v  ariety  of  forms  and  with 
equally  varied  themes;  he  was  particularly 
fond  of  interrupting  the  flow  of  action  with 
moments  of  reflection.  He  saw  music  as  inci- 
dental to  drama  and  involved  himself  in  a 
limited  way  with  opera. 

He  did  collaborate  with  composers  on  at 
least  two  occasions.  The  first  time  was  with 
Charles  Dassoucy,  who  was  invited  simply  to 
provide  incidental  music,  without  recits,  for 
Andromede  (1650).  The  second  occasion  was 
with  the  infinitely  higher-powered  Lully, 
Moliere  and  Quinault  on  the  tragi  die-ballet 
Psyche  (1671).  Lully  organized  an  orchestra  of 
300  and  a  corps  of  70  dancers,  forcing  Cor- 
neille against  his  will  to  defer  to  musical 
considerations;  afterwards  he  vowed  never 
again  to  enter  into  such  a  venture. 
Corrette,  Michel  (1709-05).  Parisian  organ- 
ist, composer  and  arranger  of  popular  tunes, 
and  the  author  of  performance  practice 
manuals  for  such  diverse  instruments  as  the 
organ,  pardessus,  double  bass,  viola  and  hurdy- 
gurdy.  His  violin  treatise,  Vecole  d'Orphee 
(1738),  contains  advice  on  how  to  differentiate 
between  French  and  Italian  styles;  in  his  cello 
method  (1 741)  he  advised  viol  players  on  how 
to  become  cellists.  Corrette  reveals  himself 
in  his  anecdotal  writings  as  a  lively  musical 
personality.  He  was  a  prolific,  if  mediocre, 
composer  of  music  in  lighter  genres  popular 
with  amateur  musicians,  such  as  the  vaude- 
ville, ariette,  cantatille  and  sonatille,  as  well  as 
of  sonatas,  suites  and  concertos. 

A  trip  to  Kngland  resulted  in  contredanses 
angloises  (1740)  for  flute  duo;  his  many  stage 
works  for  the  Opera-Comique  and  the  foire 
theatres  inspired  several  collections  of  con- 
certos comiques  for  three  violins  and  continuo. 
He  delighted  in  unusual  combinations  of 
instruments,  evidenced  by  his  works  for  bag- 
pipes (musette)  and  hurdy-gurdy  (vieile)  with 
other  instruments;  Le  Phenix  (1738),  for  four 
cellos  (viols  or  bassoons),  and  Les  delices  de  la 
solitude  (^1739),  for  cello,  viol,  bassoon  and 
continuo,  illustrate  his  experimental  attitude. 
In  his  capacity  as  a  church  organist  he  com- 
posed motets,  a  Te  Deum,  Masses  and  Lemons 
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des  tenebres.  His  social  connections  were  such 
that  in  1734  he  was  made  Grand  maitre  des 
Chevaliers  du  Pivois  and  in  1 750  Chevalier  de 
rOrdre  de  Christ. 
Couperin,  Francois  {le  Grand)  (1668- 1733). 
Parisian  harpsichordist,  organist  and  com- 
poser; the  finest  keyboard  and  chamber  music 
exponent  of  the  French  classical  school  and 
an  important  mediator  between  French  and 
Italian  styles.  Couperin  was  an  only  child, 
a  brilliant  organist  whose  uncle,  Louis,  and 
father,  Charles,  had  preceded  him  at  St 
Gervais  in  Paris.  On  his  18th  birthday  he 
officially  inherited  his  father's  position,  occu- 
pied in  the  interim  by  Lalandc,  for  whom 
Francois  had  deputized  from  the  age  of  ten. 
Lalande,  clearly  his  mentor,  praised  the  young 
man's  innovative  1690  collection  of  pieces 
a"orgue  as  'dignes  d'etre  donnees  au  publique' 
and  no  doubt  helped  to  establish  him  as  a 
court  organist  in  1693.  For  his  part,  Couperin 
wasted  little  time:  he  collected  a  coat  of  arms 
in  1696  and  the  order  of  Chevalier  de  Latran 
in  1702,  although  he  had  to  wait  patiently 
(1700-17)  to  acquire  the  younger  D'Angle- 
bert's  post  as  ordinaire  de  la  chambre  pour 
le  clavecin;  in  a  departure  from  tradition,  he 
passed  that  post  on  to  his  daughter,  Mar- 
guerite-Antoinette, in  1730. 

Couperin  divided  his  time  between  Paris 
and  Versailles.  Heavy  commitments  to  teach 
the  harpsichord  and  organ  hampered  the  pub- 
lication of  the  vocal  and  instrumental  chamber 
music  arising  from  his  posts.  After  the  appear- 
ance in  1690  of  his  Pieces  d'orgue  (in  manu- 
script copies  with  engraved  title  pages),  he 
contributed  no  further  works  for  organ. 
Instead  he  turned  his  attention  to  the  import 
of  the  Italian  sonatas  and  cantatas  being  per- 
formed in  private  concerts  during  the  1690s; 
his  own  trio  and  quartet  sonades  in  the  Corel- 
lian  style  -  some  of  which  were  absorbed  into 
his  1726  collection  Les  nations  -  were  initially 
circulated  in  manuscripts  under  an  anagram 
of  his  name.  The  discerning  collector  Seb- 
astien  de  Brossard  acquired  copies  and  later 
described  them  in  the  catalogue  of  his  col- 
lection as  'good  and  most  excellent  music 
which  requires  only  a  good  performance'. 
Couperin's  interest  in  the  Italian  style,  as  rep- 
resented by  Carissimi  and  distilled  by  Char- 
pentier,  spilled  over  into  his  sacred  vocal 
music  (from  the  1690s  to  the  end  of  the  reign 
in  1715),  particularly  his  motets,  versets  and 
lecons  de  tenebres:  the  published  collections  of 
versets  (1703-5)  include  in  the  margins  the 
names  of  the  first  performers,  among  them  his 
cousin  Marguerite-Louise  Couperin. 
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Meanwhile  he  was  amassing  a  quantity  of 
superlative  harpsichord  pieces  which  began 
appearing  in  elegantly  engraved  editions  only 
in  1 7 13,  well  after  those  of  his  colleagues  Clcr- 
ambault,  Dandricu,  Jacquet  de  la  Guerre,  Le 
Roux,  Marchand  and  Rameau.  Ever  the  indi- 
vidualist, Couperin  chose  to  group  his  pieces 
into  ordres  rather  than  suites,  and  relied  much 
less  on  dance  movements  than  his  con- 
temporaries, preferring  the  freer  and  more 
evocative  pieces  de  caractere.  He  was  also  the 
first  to  use  titles  to  any  great  degree,  though 
he  asked  to  be  'forgiven  for  not  explaining 
them  all'.  Some  paid  homage  to  people,  others 
to  natural  phenomena  and  abstractions;  some 
were  satirical,  others  merely  flattered.  He  pub- 
lished four  collections  (1713,  1716—17,  1722 
and  1730),  in  which  the  numbering  of  ordres 
runs  consecutively.  In  his  portrait  by  Andre 
Bouys  his  hand  rests  on  a  copy  of  Les  idees 
heureuses  from  the  second  ordre.  Concerned 
that,  in  spite  of  the  careful  annotations  made  in 
the  editions,  his  pieces  might  not  be  properly 
performed,  Couperin  published  L'art  de 
toucher  le  clavecin  (1716)  to  elucidate  the 
fingering,  his  use  of  ornaments  (whose 
notation  he  standardized)  and  notes  inegales; 
he  also  included  eight  preludes  that  could 
serve  as  introductions  to  the  eight  ordres  of  the 
first  and  second  books.  A  manuscript  treatise, 
Regie  pour  T accompagnement,  offers  rules  for 
realizing  figured  bass  and  the  treatment  of 
dissonance. 

In  his  publications  of  the  early  1720s  he 
offered  a  wide  variety  of  ways  in  which  the 
French  and  Italian  styles  might  be  united.  In 
1722  the  Concerts  royaux  (for  one  to  three 
players)  were  appended  to  the  third  book  of 
harpsichord  ordres.  Two  years  later  he  issued 
the  brilliantly  assimilated  Apotheose  de  Corelli 
within  a  second  collection  of  concerts,  aptly 
entitled  Les  gouts-reunis,  in  which  the  French 
and  Italian  elements  are  so  subtly  blended  as  to 
be  barely  cxtricable.  The  Concert  instrumental 
sous  le  litre  d' Apotheose  compose  a  la  memoire 
immortelle  de  ['incomparable  Monsieur  de  Lully 

(1725)  allegorized  the  synthesis:  Lully  and 
Corelli  are  received  by  Apollo  on  Mount  Par- 
nassus, where  together  they  conceive  'La  paix 
du  Parnasse'  in  the  form  of  an  integrated 
sonade  en  trio. 

A  more  direct  juxtaposition  of  French 
classical  and  Italian  styles  occurs  in  Les  nations 

(1726)  (which  contained,  in  four  partbooks, 
four  extended  works,  each  hzlf-sonade  and 
hzM-ordre)  and  in  the  exquisitely  crafted  suites 
for  bass  viols  (1728),  of  which  the  first  is  a 
French  ordre  and  the  second  an  Italian  sonata 


da  chiesa.  In  his  prefaces  to  these  editions  he 
further  elaborated  on  his  quest  for  a  united 
style.  Early  in  the  century  Le  Cerf  described 
Couperin  as  a  'serviteur  passionne  de  I'ltalie'; 
he  also  epitomized  -  by  his  playing  and  his 
pieces  de  clavecin,  his  deeds  and  his  place  in 
French  society  -  all  that  was  admirable  in  the 
French  classical  tradition. 

Brahms  and  Friedrich  Chrysander  edited 
the  first  complete  edition  of  Couperin's  harp- 
sichord pieces  (1871-88),  and  in  1933 
L'Oiseau-Lyrc  (Monaco)  issued  the  complete 
works,  lacking  only  the  petits  motets  and  airs 
that  have  since  been  discovered  and  incor- 
porated into  the  new  collected  edition  now  in 
progress. 

Couperin,  Louis  (< 1626  1661).  Gifted  player 
of  the  harpsichord,  organ  and  viol,  who  is  best 
known  for  his  unmeasured  preludes.  Louis 
Couperin,  uncle  of  Francois  Couperin  le 
Grand,  arrived  in  Paris  from  nearby  Chaumes 
by  1 65 1.  Two  years  later  he  took  up  the  post 
of  organist  at  St  Gervais,  w  hich  w  as  to  remain 
in  the  family  throughout  the  17th  and  18th 
centuries.  He  became  part  of  the  regency 
mustque  de  chambre,  not  as  a  keyboard  player 
although  Chambonnicres'  post  had  been 
offered  to  him  -  but  as  a  violinist.  He  is  known 
to  have  performed  in  at  least  four  I  ,ully  ballets 
during  the  late  1650s.  On  his  early  death  he 
was  succeeded  at  St  Gervais  by  his  brother 
Charles  (1638-79). 

He  composed  fantaistes,  division  basses, 
cantus  firmus  versets  and  carillons  for  organ, 
much  of  w  hich  remain  in  private  hands,  as  do 
two  pieces  for  shawm  choir  (perhaps  com- 
posed for  Louis  XIV's  wedding),  and  several 
five-part  string  works.  Among  his  16  preludes 
one  is  marked  'a  1'imitation  de  Mr  Froberger', 
whom  he  had  met  in  his  early  years  in  Paris. 

Cousser,  Jean  Sigismond.  Sec  Northern 
Europe  7  Itinerant  Musicians,  Kusser,  Johann 
Sigismund. 

Coypcu,  Charles.  See  France  /  Paris  and 
Versailles,  Dassoucy,  Charles. 

Cupis  de  Camargo,  Marie- Anne  (1710- 
70).  Premiere  danseuse  at  the  Paris  Opera 
(1726-51)  who  created  major  roles  in 
Rameau's  operas.  'La  Camargo',  as  she  was 
known,  was  a  colourful  -  sometimes  scandal- 
ous -  person  both  on  and  offstage.  Her  family, 
originally  from  Brussels,  moved  to  Paris  when 
her  dancing  career  began  to  blossom.  Like 
other  dancers  and  actresses  of  the  Louis  XV 
era,  she  was  the  mistress  of  a  count  and  a 
popular  figure  in  the  Parisian  salons;  she  short- 
ened her  skirts  in  order  better  to  display  her 
footwork  and  was  famed  for  her  leaps.  Her 
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success  kindled  the  jealousy  of  her  teacher, 
Francoise  Prevost,  and  her  contemporary 
Marie  Salle.  Her  brothers,  in  particular  the 
violinist  Jean-Baptiste  (171 1-88)  and  the 
cellist  Francois  (1732-1808),  were  active  at 
the  Concert  Spiritucl. 
Cuzzoni,  Francesca.  See  Italy  jo  Itinerant 
Musicians. 

Dagincour,  Francois.  See  France  2  Prov- 
inces. 

Dandrieu,  Jean-Francois  ((-1682-1738). 
Highly  esteemed  organist  and  harpsichordist 
who,  in  1705,  published  some  of  the  earliest 
French  trio  sonatas.  Dandrieu  and  his  sister 
Jeanne-Francoise,  who  was  also  an  accom- 
plished keyboard  player,  were  students  of 
J.-B.  Moreau.  Afterwards  she  joined  the 
musicians  of  the  Elector  of  Bavaria  (whose 
court  was  in  residence  in  France)  while  he 
took  up  the  organ  post  at  St  Merry.  By  17 10 
he  assumed  his  uncle  Pierre's  duties  at  St 
Barthelemy,  which  later  passed  to  Jeannc- 
Francoise.  In  1721  he  became  an  organist  of 
the  Chapelle  Royale. 

During  the  first  two  decades  of  the  18th 
century  Dandrieu  published  several  col- 
lections of  harpsichord  pieces,  which  he 
revised  and  published  again,  along  with  old 
airs  and  rtoels  by  himself  and  his  uncle  (though 
he  failed  to  identify  which),  modernizing  them 
to  suit  the  current  taste  for  more  italianate 
galant  music.  The  second  of  the  new  series 
of  harpsichord  books  (1728)  opens  with  4La 
Lully',  conceived  in  the  French  style,  inevi- 
tably followed  by  'La  Corelli',  in  a  mixed  style. 
His  last  collection  (1739)  is  entitled  Premier 
Itvre  de  pieces  d'orgue  and  contains  tran- 
scriptions of  earlier  harpsichord  pieces. 

D'Anglcbert,  Jean-Henri  (1635-91).  Pari- 
sian keyboard  player  in  the  sen ice  of  Gaston, 
Duke  of  Orleans,  and  later  Louis  XIV;  his 
book  of  Pieces  de  clavecin  (1689)  remains  a 
principal  source  for  the  French  classical  style. 
In  it  he  included  monumental  fugues  for 
organ,  arrangements  of  overtures,  airs  and 
dances  from  Lully  operas,  four  harpsichord 
suites  containing  unmeasured  preludes  and  a 
short  treatise  on  accompaniment.  His  table  of 
ornaments  remains  the  most  complete  of  its 
kind;  its  signs,  many  of  them  new,  quickly 
entered  common  practice.  By  his  skilful 
arrangements  of  lute  music  (in  letter  notation), 
D'Anglebert  forged  the  earliest  and  most 
important  tangible  link  between  the  lute  and 
harpsichord  idioms;  these  arrangements  of 
music  by  the  lutenists  Rene  Mesangeau,  Pinel 
and  the  Gaultiers  survive  in  an  autograph 
manuscript  (Bibliotheque  Nationale,  Paris, 
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Res.  89ter).  D'Anglebert's  son  Jean-Baptiste- 
Henri  succeeded  him  as  ordinaire  de  la  chambre 
du  roy  pour  le  clavecin^  a  post  Francois  Coup- 
erin  acquired  in  17 17. 

Daquin,  Louis-Claude  (1694- 1772).  Pari- 
sian organist,  harpsichordist  and  composer. 
Daquin  was  a  prodigy  who  played  for  the  king 
at  the  age  of  six  and  gained  his  first  organ 
appointment  (at  the  Petit  St  Antoine)  six  years 
later.  Competing  against  Rameau  in  1727,  he 
won  the  post  at  St  Paul  and  succeeded  his 
teacher  Louis  Marchand  at  the  Cordeliers  in 
1732.  His  appointment  in  1739  as  organiste 
du  roi  confirmed  his  place  as  the  outstanding 
French  organist  of  his  day.  His  gifts  as  a 
composer  were  less  brilliant  (he  was  known 
more  for  his  noels  than  his  harpsichord  pieces, 
which  appeared  in  1735).  His  son,  Pierre- 
Louis  d'Aquin  de  Chateau-Lyon  (1720-97), 
recounted  his  life  in  the  Lettres  sur  les  hotntnes 
celebres  (1752). 

Dassoucy,  Charles  (1605-77).  Lutenist, 
composer  and  satirical  poet  working  in  Paris 
during  the  mid  17th  century.  Dassoucy,  also 
known  as  Coypeu,  played  in  the  Paris  per- 
formances of  Cavalli's  Egisto  and  Luigi  Rossi's 
Orfeo  in  1646  and  1647.  He  wrote  the  text  and 
music  for  at  least  two  pastorales  (now  lost) 
and  composed  music  for  Pierre  Corneille's 
tragedy  Andromede,  which  Cardinal  Mazarin 
commissioned  in  1650  for  performance  (with 
machinery  by  Torelli)  at  the  Petit  Bourbon; 
both  works  figure  prominently  in  the  develop- 
ment of  French  dramatic  music.  Dassoucy  left 
Paris  for  the  provinces  in  1653  (he  met  Moliere 
in  Lyons  and  was  imprisoned  in  Montpellier); 
his  travels  in  Italy  about  1660  inspired  him  to 
write  a  book  (Les  aventures  d'ltalie,  1677).  By 
about  1670  he  returned  to  Paris,  hoping  to 
renew  his  connections  with  Moliere,  whose 
collaboration  with  Lully  was  ending,  but 
Charpentier  was  chosen  instead. 

Delair,  £tienne  Denis  (d  after  1727).  Parisian 
theoretician  who  in  1690  published  a  Trait  e 
a" accompagnement  pour  le  theorbe  et  le  clavessin, 
which  contains  different  methods  of  accom- 
panying from  an  unfigured  bass. 

Demachy,  Sieur  (fl  1685-92).  Bass  viol  player 
and  the  first  in  France  to  publish  solo  music 
for  that  instrument.  Demachy,  a  pupil  of 
Nicolas  Hotman,  was  a  vociferous  proponent 
of  the  self-sufficient  chordal  style  of  playing, 
inherited  from  the  lute,  in  contrast  to  that 
of  Sainte-Colombe  and  his  followers  (Marin 
Marais  and  Jean  Rousseau),  who  generally 
favoured  the  instrument's  melodic  character. 
In  1685  Demachy  published  unaccompanied 
suites   half  in  tablature,  half  in  staff  notation  - 
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a  year  before  Marais  brought  out  his  monu- 
mental first  volume  of  pieces  de  violes. 

Denis.  Family  of  keyboard  and  string  instru- 
ment makers,  among  whom  Jean  Denis  is 
remembered  for  the  treatise  (2/1650)  on 
tuning  the  spinet,  in  which  he  distinguished 
between  vocal  and  instrumental  pitch. 

Descartes,  Rene  (1 596-1 650).  Philosopher 
and  mathematician  who  made  his  mark  on  the 
history  of  music  theory  with  his  Compendium 
musicae  (written  in  16 18,  though  not  published 
until  1650,  in  Utrecht).  Descartes  represents 
the  link  between  16th-century  humanists  and 
17th-century  scientists:  by  employing  a 
deductive  scientific  method,  he  was  able  to 
define  the  relationship  between  physical  and 
psychological  phenomena  in  music.  He  was  a 
friend  and  correspondent  of  Marin  Mersenne 
and  Constantijn  Huygens,  and  lived  for  20 
years  in  the  United  Provinces  (1620-49).  He 
died  in  Stockholm,  having  only  just  taken  up 
a  post  at  Queen  Christina's  court. 

Desmarets,  Henry  (1661-1741).  Talented 
Parisian  composer  on  the  fringe  of  the  court. 
Desmarets  began  a  promising  career  as  a  dis- 
ciple of  Lully:  his  first  opera  (Endymion,  1682) 
and  motet  (Beati  quorum,  1683)  were  per- 
formed at  Versailles,  and  a  divertissement 
(1686)  at  Fontainebleau.  But  youth  worked 
against  him  when  in  1683  the  four  crucial 
positions  at  the  Chapelle  Royale  went  to 
others,  older  and  better  connected;  ironically, 
one  of  those  who  succeeded,  Nicolas  Coupil- 
let,  was  later  dismissed  for  passing  off  one 
of  Desmarets'  compositions  as  his  own.  He 
petitioned  to  go  abroad  to  study  the  Italian 
style,  but  was  impeded  by  Lully,  who  felt 
(according  to  Destouches)  that  his  command 
of  the  French  style  must  not  be  subverted. 
After  Lully's  death  Desmarets'  tragedte 
lyrique,  Didon  (1693;  text  by  Mme  Gillot  de 
Sainctonge),  was  warmly  received,  though 
subsequent  productions  -  with  the  exception 
of  Venus  et  Adonis  (1697;  text  by  J.-B.  Rous- 
seau) -  failed.  But  in  1699  he  went  to  Spain, 
having  eloped  with  a  young  woman,  and  as  a 
result  his  music  was  not  performed  at  court 
until  1722.  In  exile  he  was  appointed  maitre 
de  la  chambre  (1701),  but  left  Madrid  in  1707 
to  take  a  post  as  surintendant  de  la  musique  to 
the  Duke  of  Lorraine  at  Luneville.  Friends  in 
Paris,  including  J.-B.  Matho  and  Philidor, 
made  efforts  to  promote  his  music  in  his 
absence:  his  airs  were  published  in  the  Ballard 
recueils,  his  unfinished  score  of  Iphige'nie  en 
Tauride  was  completed  by  Campra  and  given 
at  the  Opera  (1704),  while  his  grand  motet. 
Cum  invocarem,  was  published  by  Philidor 


(1714).  But  after  failing  in  1726  in  his  bid 
to  succeed  Lalandc  as  a  sous-maitre  at  the 
Chapelle  Royale,  he  resigned  himself  to 
remaining  in  the  provinces. 

Desplanes,  Jean-Antoine.  See  France  / 
Paris  and  Versailles,  Piani,  Giovanni  Antonio. 

Destouches,  Andre  Cardinal  (167 2- 1749). 
Remarkable  figure  in  French  musical  life 
during  the  first  half  of  the  18th  century. 
Destouches  was  of  aristocratic  stock,  entitling 
him  to  entree  in  circles  usually  closed  to 
musicians.  As  a  boy  he  was  educated  by  the 
Jesuits  and  under  their  protection  travelled  to 
Siam  (1687-8).  Before  becoming  known  as  a 
composer  and  gaining  acclaim  as  a  musical 
administrator,  Destouches  served  in  the  king's 
musketeers.  He  left  the  army  in  1694  to  pursue 
a  career  in  music,  studying  for  a  time  with 
Campra.  He  collaborated  with  his  cousin,  the 
librettist  Antoine  I  loudar  de  La  Motte,  on  a 
scries  of  tragedies,  of  which  the  pastorale- 
heroique  Isse  (1697)  and  Omphale  (1701)  were 
particularly  successful.  When  the  directorship 
of  the  Academic  Royale  de  Musique  became 
vacant  in  17 12  Destouches  served  in  the 
interim,  before  being  appointed  inspecteur 
general  in  1713.  In  1728  he  was  finally  made 
director. 

From  1 7 18  Destouches  was  in  demand  at 
court.  He  collaborated  with  Lalande  on  a 
ballet,  Les  elements,  in  which  the  young  Louis 
XV  danced  (appearing  as  himself  in  the  pro- 
logue) at  the  Tuileries  palace  in  1721;  it  was 
successfully  mounted  at  the  Opera  in  1725.  In 
1726  he  and  Blamont  jointly  assumed  La- 
landc's  post  as  surintendant  de  mustque  de  la 
chambre,  and  with  it  responsibility  for  the 
queen's  concerts.  He  numbered  among  his 
friends  the  princes  of  Conti  and  Monaco;  the 
latter  had  made  possible  the  performance  of 
Isse  at  Fontainebleau  in  1697;  such  was  its 
reception  that  the  king  ordered  it  to  be  per- 
formed as  part  of  the  wedding  festivities  for 
the  Duke  and  Duchess  of  Burgundy  two 
months  later.  Despite  his  prolific  output  of 
airs,  comedie-ballets  (such  as  Le  camera!  et  la 
folic,  1703),  tragedies  and  motets,  Destouches 
never  overcame  the  stigma  of  being  an  amateur 
composer. 

Dicupart,  Charles.  See  British  ISLES  / 
London. 

Doni,  Giovanni  Battista.  See  Italy  6 

Tuscany. 

Dorm  1  Louis-Antoine  (n68o-after  1756). 
Parisian  organist  who  was  among  the  first 
French  composers  to  publish  solo  (171 1)  and 
trio  (1713)  sonatas  in  the  Italian  style.  In  his 
day  his  motets  were  performed  at  the  Concert 

117 


Copyrighted  material 


France  i  Paris  and  Versailles 


Spiritucl  and  the  Academic  Francaise,  where 
he  was  maitre  de  musique;  his  airs  appeared  in 
the  Mercure  and  the  popular  anthologies 
issued  by  the  Ballards. 

Dubos,  Abbe  Jean-Baptiste  (1670- 1742). 
Formidable  French  intellectual  and  diplomat 
known  to  musicians  by  his  Reflexions  critiques 
sur  la  poesie,  la  peinture  et  la  musique  (Paris, 
1719;  Eng.  trans.  1748),  in  which  he  asserted 
the  superiority  of  music  and  painting  over 
poetry  to  convey  meaning. 

Dubuisson  (d  by  1688).  Viol  player  and 
teacher.  A  contemporary  of  Sainte-Colombe, 
Dubuisson  was  praised  in  1680  as  one  of  the 
'grands  virtuoses  du  moment'.  His  manuscript 
pieces  (in  tablature  and  staff  notation,  dated 
1  September  1666,  in  the  Library  of  Congress, 
Washington,  DC)  represent  the  earliest  extant 
French  source  of  solo  bass  viol  music. 

Du  Caurroy,  Eustache  (1 549-1609).  Highly 
esteemed  composer  of  sacred  polyphony  and 
fantasies.  Du  Caurroy  served  as  surintendant 
de  la  musique  at  the  court  of  Henri  IV,  at  whose 
funeral  in  16 10  his  Missa  pro  defunctis  (1606; 
pubd.  1636)  was  performed.  He  claimed  to 
have  learnt  his  craft  'by  reading  good  authors 
[Zarlino]  and  imitating  the  ancients  [Jos- 
quin|\  Possessed  of  a  mathematical  mind,  he 
became  interested  in  musique  mesuree  and  was 
a  member  of  the  Academic  de  Poesie  et  de 
Musique  and  the  Academie  du  Palais.  Apart 
from  the  Mass,  which  became  the  official  royal 
Requiem,  Du  Caurroy's  fantasies  for  three  to 
six  instruments  (1610)  remain  his  most 
important  works.  Nicolas  Forme  erected  a 
monument  to  him;  Marin  Merscnne  praised 
him  in  words. 

Dufaut  (d  by  1686).  Lutenist  considered  by 
European  contemporaries  to  be  one  of  the 
finest  of  the  17th  century.  As  many  as  80 
lute  pieces  survive  in  manuscript  and  printed 
sources  -  German  and  English,  as  well  as 
French  -  giving  evidence  of  the  use  of  new 
tunings  and  carefully  notatcd  improvisatory 

effects. 

Dumanoir,  Guillaume  (1615-97).  Important 
mid-century  Parisian  violinist  and  author  of  a 
treatise  on  Le  manage  de  la  musique  avec  la 
danse  (1664),  written  in  response  to  the  estab- 
lishment of  the  Academie  Royale  de  Danse. 
Dumanoir  was  a  member  of  the  Confrerie  de 
St  Julien,  as  well  as  of  the  Vingt-quatre 
Violons  du  Roi,  which  he  often  led  during  the 
1 650s.  From  1657  to  1668  he  held  the  coveted 
title  of  roi  et  maitre  des  menestriers,  in  suc- 
cession to  Louis  Constantin. 

Du  Mont  (de  Thier),  Henry  (1610-84). 
Walloon  organist  and  composer  of  motets  who 
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pursued  his  career  in  Paris  and  at  the  court  of 
Louis  XIV.  Du  Mont  held  a  succession  of 
important  court  posts  -  harpsichordist  to  the 
queen  ( 1 660),  sous-maitre  ( 1 663)  and  composer 
(1672)  of  the  Chapelle  Royale,  and  maitre  de 
la  musique  de  la  reine  (1673)  -  before  retiring 
in  1683.  All  the  while  he  served  as  organist  of 
St  Paul,  composing  concerted  vocal  music. 
His  italianate  Cantica  sacra  (1652)  represents 
the  first  printed  collection  ot'petits  motets;  they 
are  scored  for  two  and  three  voices,  viols  or 
violins  and  continuo. 

Vocally,  Du  Mont  established  a  fluent  style 
of  dramatic  French  monody;  his  symphonies 
and  accompaniments  are  often  independent  of 
the  vocal  lines.  His  early  experimentation  with 
these  and  other  Italian  techniques  -  dialogue 
and  double  chorus  -  came  to  fruition  in  the 
grands  motels  published  posthumously.  Du 
Mont's  panegyric  grands  motets,  along  with 
those  of  Pierre  Robert  and  Lully,  set  the  stan- 
dard for  much  of  the  next  century.  Char- 
pentier  and  Lalande  in  particular  were  much 
influenced  by  his  control  of  the  multiple  forces 
of  instruments,  petit  choeur  and  grand  choeur. 

Duphly,  Jacques  (1715-89).  Harpsichordist, 
teacher  and  composer,  ranked  with  Armand- 
Louis  Couperin,  Claude-Benigne  Balbastre 
and  Louis-Alexandre  Le  Grand.  His  keyboard 
pieces  are  best  represented  by  the  haunting 
rondeau  (Troisieme  Hire,  1758)  immortalizing 
the  playing  of  the  flamboyant  bass  viol  player 
Antoine  Forqueray. 

Dupuy,  Hilaire  (d  1709).  Soprano,  chantre 
extraordinaire  de  la  musique  de  la  chambre  and 
sister-in-law  of  Michel  Lambert  (and  thus 
able  to  claim  Lully  as  a  relation).  Mile  Hilaire, 
as  she  was  known,  had  been  a  pupil  of  Pierre 
de  Nyert  before  early  success  in  the  Parisian 
salons  led  to  solo  roles  in  the  ballets  de  cour  of 
the  late  1650s  and  1660s  and  a  post  in  the 
royal  music.  She  is  frequently  characterized 
in  Loret's  journal  as  'la  sage  Mile.  Hilaire' 
and,  on  one  occasion  in  1666,  as  'la  charmantc 
Syreine  Hilaire'.  In  1661  Lorct  remarked 
upon  the  influence  of  her  brother-in-law  (also 
a  protege  of  Nyert)  in  the  Ballet  de  P impa- 
tience, when,  according  to  him,  she  sang  'Lam- 
bertiquement'.  She  usually  sang  with  Anne  de 
La  Barre,  Anna  Bergerotti  and  Anne  Fonteaux 
de  Cercamanan,  and  together  they  also  took 
part  in  the  annual  Holy  Week  services  (Tene- 
bres)  at  the  Eglise  aux  Feuillants;  in  1663 
Hilaire,  La  Barre  and  Cercamanan  appeared 
there  with  Lambert,  Saint-Christophe 
(another  soprano),  Lully,  Moliere  and  the 
lutenist-viol  player  Nicolas  Hotman. 

Duval,  Francois  (1672/3-1728).  Violinist, 
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known  for  his  performances  of  Corelli  sonatas, 
and  composer  who  made  his  way  through  the 
ranks  of  patronage  to  become  a  member  of  the 
Vingt-quatre  Violons  in  17 14.  Duval's  1704 
collection  of  violin  sonatas,  dedicated  to  his 
patron,  the  Duke  of  Orleans,  was  the  first  to 
be  published  in  France.  A  collection  of  trio 
sonatas,  dedicated  to  the  Duke  of  Noailles, 
appeared  two  years  later,  and  a  second  col- 
lection of  violin  sonatas,  dedicated  to  the  king, 
in  1707. 

Expilly,  Gabriel  (r  1630-90).  Court  bass  viol 
player  and  composer  of  sacred  music  who  in 
1663  became  one  of  the  four  sous-maitres  of 
the  Chapelle  Royale.  His  post  as  viol  player 
in  the  mustque  de  chambre  was  acquired  by 
Antoine  Forqueray  in  1689. 

Farinel.  Two  violinists  and  composers  from  a 
family  of  French  musicians  working  in  Turin. 
Michel  Farinel  (b  1649)  made  several  import- 
ant connections  early  in  his  career:  he  studied 
with  Carissimi  in  Rome  and  married  the 
daughter  of  Robert  Cambert  in  Paris.  He  trav- 
elled to  Portugal  and  England,  where  his  set  of 
variations  on  'La  folia'  for  violin  and  continuo 
(thenceforth  known  as  'FarinePs  Ground') 
was  published  by  Playford  in  The  Division 
Violin  (1685).  Through  his  father-in-law  he 
became  associated  with  Henry  Guichard, 
whose  party  of  musicians  travelling  to  Madrid 
to  take  up  posts  at  court  he  joined  in  1679. 
Farinel  became  the  superintendent  of  music 
and  ballets  to  the  Spanish  queen  (the  daughter 
of  the  Duke  of  Orleans),  but  returned  to 
France  and  briefly  held  an  appointment  at 
Versailles  (1688).  " 

His  brother  Jean-Baptiste  (1655  1726) 
pursued  his  career  in  Germany.  In  1680  he 
was  appointed  Konzertmeister  at  the  I  lanover 
court  and  spent  the  years  169 1-5  at  the  Osna- 
briick  court;  after  returning  to  Hanover  he 
was  ennobled  by  the  elector,  who  eventually 
sent  him  to  Venice,  where  he  passed  the  rest 
of  his  life.  Farinel  left  flute  concertos  and  stage 
music. 

Farinclli.  Sec  Italy  to  Itinerant  Musicians. 

Fcdcli,  Giuseppe.  See  Italy  4  Venue. 

Fel,  Marie  (1713-94).  Famous  soprano  of  the 
Academic  Royale  de  Musique.  A  pupil  of 
Mme  Van  Loo,  she  sang  at  the  Concert  Spi- 
rituel  and  the  Concerts  chez  la  Reine.  From 
1739  she  took  leading  roles,  often  opposite 
Pierre  de  Jelyotte,  in  over  100  productions, 
including  Rameau's  operas.  She  retired  in 
1758.  Quentin  La  Tour's  well  known  pastel 
portrait  of  her  (1757)  hangs  in  the  Louvre. 

Feuillct,  Raoul-Auger  (1659,60-1710). 
Dancer,  choreographer  and  author  of  an 


influential  book  on  dance.  Fcuillet  was  much 
indebted  to  Pierre  de  Bcauchamp,  whose  work 
formed  the  basis  of  the  track  notation  for 
individual  steps  and  floor  patterns  set  out  in 
Feuillet's  Choregraphie  ou  P art  de  deenre  la 
dance  (1700).  This  system  of  notation  made 
possible  wider  transmission  of  French  court 
dances  throughout  Europe.  Feuillet  published 
further  choreographies  of  his  own  and  others 
in  a  series  of  annual  recueih  (1700-9).  In  all, 
he  published  over  350  -  including  41  of  his 
own  -  in  a  wide  variety  of  forms,  for  court 
balls  as  well  as  virtuoso  theatrical  per- 
formances (giving  the  names  of  the  dancers 
for  whom  the  steps  were  intended).  Feuillet's 
pupil  Joseph  Dezais  {ft  1710-22)  continued  to 
publish  the  recueih  after  his  death. 

Fischer,  Johann.  See  Northern  Europe  7 
Itinerant  Musicians. 

Flcury,  Nicolas  (<i630-aftcr  1678).  llaute- 
contre,  thcorbist  and  composer  of  airs  from 
Chateaudun  who  served  the  Duke  of  Orleans 
(1657-78)  and  in  1660  published  a  Methode 
pour  apprendre  facilement  a  toucher  le  theorbe 
sur  la  basse-conttnue. 

Forme,  Nicolas  (1567- 1638).  Composer  and 
canon  of  the  Sainte  Chapelle.  Forme  served 
Henri  IV  (eventually  succeeding  Eustache  Du 
Caurroy  in  1609)  and  Louis  XIII,  to  whom 
he  dedicated  a  Mass  (now  lost)  in  1638.  Influ- 
enced by  the  Venetian  double-choir  motet  -  a 
form  also  cultivated  by  Claude  Le  Jeune,  Du 
Caurroy  and  Charles  D'Ambleville  -  Forme 
was  the  first  French  composer  to  contrast  the 
forces  of  petit  and  grand  choeurs,  preparing  the 
way  for  the  grands  motets  of  the  later  17th 
century.  Anecdotes  about  his  unconventional 
behaviour  abound,  yet  as  a  musician  he  was 
nevertheless  held  in  some  esteem. 

Forqueray.  Bass  viol  players  and  composers, 
father  and  son.  Antoine  Forqueray  (1671/2- 
•  745)  gained  Louis  XIV's  attention  when  as 
a  child  he  played  the  basse  de  violon  at  the 
king's  supper.  In  view  of  his  exceptional 
talent,  the  viol  was  deemed  a  more  suitable 
instrument  for  him,  and  his  playing  soon 

rivalled  that  of  his  elder  court  contemporary 
Marin  Marais.  But  unlike  Marais,  Forqueray 
often  chose  to  perform  Italian  repertory  and 
in  particular  violin  sonatas.  His  flamboyant 
manner  was  reflected  in  his  playing.  He  was 
uncommonly  cruel  to  his  wife  and  son,  vet 
acceptable  as  a  teacher  for  the  regent  and  the 
Elector  of  Bav  aria. 

Jean-Baptiste-Antoine  Forqueray  (1699- 
1782)  ov  ercame  the  stigma  of  a  prison  sentence 
and  exile,  instigated  by  his  father,  to  succeed 
him  at  court  and  to  publish  two  heavily  edited 
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versions  of  his  father's  pieces.  Along  with  his 
second  wife,  Marie-Rose  Dubois,  who  was  a 
harpsichordist,  he  was  counted  among  the  best 
Parisian  musicians  of  his  day.  His  pupils 
included  Princess  Henriette-Anne  (whose 
portrait  by  Nattier  hangs  in  her  father's  state 
bedroom  at  Versailles)  and  Prince  Frederick 
William  of  Prussia,  with  whom  he  carried  on 
a  correspondence  (1767-9)  about  viol  playing 
and  repertory-,  which  sheds  important  light  on 
the  instrument's  late  history. 

Two  years  after  his  father's  death  Jean- 
Baptiste  brought  out  a  unique  collection  of 
pieces  in  his  father's  name  in  two  versions  - 
one  for  viol  and  continuo,  the  other  for  harp- 
sichord alone.  In  the  preface  he  claimed  that 
only  three  of  the  32  are  by  him,  as  are  all  the 
basses  and  the  fingering  (and,  presumably,  the 
intricate  bowing),  although  it  now  seems  that 
they  are  in  fact  almost  entirely  his  own  work. 
The  pieces  are  technically  demanding  -  if 
ingeniously  idiomatic  and  harmonically 
adventurous  -  in  stark  contrast  to  the  few 
extant  manuscripts  known  to  be  the  work  of 
his  father. 

Foucault,  Henry  (fl  1 690-1 720).  Parisian 
music  dealer  and  publisher  who  in  the  1690s 
challenged  the  Ballard  monopoly  with 
engraved  editions.  Foucault  ran  a  busy  shop 
and  atelier  in  the  rue  St  Honore,  where  the 
engravers  Henri  de  Baussen,  Claude  Roussel 
and  Francois  du  Plessy  produced  editions  of 
the  latest  chamber  music  and  treatises,  as  well 
as  manuscript  copies  of  extracts  from  Lully's 
operas  and  early  ballets,  which  remain  today 
an  important  source  for  reconstructing  these 
works.  Old  editions,  particularly  of  operas, 
were  bought  and  sold.  Though  he  contravened 
Christophe  Ballard's  royal  privilege,  there  was 
no  lasting  enmity:  Foucault  advertised  in  Bal- 
lard's publications,  and  the  two  families  inter- 
married. Foucault's  widow  sold  the  shop  and 
atelier  to  Francois  Boivin  and  Michel  Pignolet 
de  Monteclair  in  1721. 

Francoeur,  Francois  (le  cadet)  (1698-1787). 
Violinist  and  successful  composer  who  col- 
laborated on  a  variety  of  theatrical  works  with 
the  composer  Francois  Rebel  (Pyrame  et 
Thisbe,  1726,  was  an  early  success).  Francois 
was  the  best  known  of  four  Francoeurs  who 
held  posts  at  the  Opera  and  at  court.  His  elder 
brother  Louis  (1692- 1745)  was  also  a  v  iolinist, 
who  had  joined  the  Opera  in  1704  and  the 
Vingt-quatre  Violons  in  17 10  (becoming  their 
leader  in  1717);  he  published  two  collections 
of  violin  sonatas.  Their  father,  Joseph  (c  1662- 
n74i),  joined  the  Opera  orchestra  in  17 13, 
the  same  year  as  Francois. 
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Early  on  Francois  became  a  member  of  the 
musique  de  chambre  at  Versailles,  though  it  was 
not  until  1730  that  he  gained  a  place  in  the 
Vingt-quatre  Violons;  in  1744  he  became 
surintendant  de  la  musique  de  chambre,  suc- 
ceeding Blamont.  In  1739  he  became  maitre 
de  musique  at  the  Opera  and  four  years  later 
joint  inspecteur,  along  with  his  friend  and  col- 
laborator of  over  45  years  Francois  Rebel. 
Together  they  managed  the  Opera  during  the 
1750s,  becoming  unwillingly  embroiled  in  the 
'Querelle  des  Bouffons'.  In  1764  Francois  was 
ennobled  by  Louis  XV.  His  son  Louis-Joseph 
('Francoeur  neveu";  1 738-1 804)  followed  in 
his  father's  footsteps. 

Fuzelier,  Louis  (1 674-1 752).  Important 
French  librettist  and  from  1744  the  co-editor 
of  the  Mercure  de  France.  Over  a  considerable 
period  of  time  during  the  early  18th  century 
Fuzelier's  dramas  dominated  the  repertory  of 
the  Parisian  theatres  -  those  of  the  fairs  and 
the  Comedie-Italienne,  as  well  as  the  Opera 
and  the  Comedie  Francaise.  His  first  librettos 
were  parodies  of  Lully  operas  for  marionettes; 
in  collaboration  with  Le  Sage  and  D'Orneval 
he  continued  (1716-30)  to  produce  parodies 
of  Lully  and  of  more  modern  composers  such 
as  Campra,  Destouches  and  Marais.  His  most 
important  works  were  the  librettos  for  the 
Opera:  a  tragedie  lyrique  (Matho's  Arion,  1714; 
opera-ballets  (Campra 's  Ballet  des  ages,  1718); 
and  ballets  herot'ques  (such  as  Blamont's  Les 
festes  grecques  et  romaines,  1723,  and  Rameau's 
Les  I ndes  galantes,  1735).  He  also  contributed 
six  works  to  the  Comedie  Francaise,  the  most 
popular  of  which  was  the  one-act  Momus  fabu- 
liste  (17 19),  and  many  cantata  texts  for 
Bernier,  Campra,  Courbois  and  Stuck. 

Gallot.  Family  of  lutenists.  Jacques  Gallot  (d 
cidqo)  published  a  collection  (after  1670)  of 
lute  pieces,  including  titled  works  and  torn- 
beaux  to  his  departed  royal  patrons,  Turenne 
and  Conde.  Henry  Francois  Gallot,  Sieur  de 
Franlieu  (d  after  1684),  was  responsible  for 
compiling  a  sizeable  collection  of  guitar  music, 
which  includes  at  least  85  pieces  by  Corbetta 
(his  teacher)  and  a  dozen  pieces  for  the  'guit- 
ar re  theorbee'. 

Gamier,  Gabriel  (d  c  1730).  Organist  in  Paris 
and  at  Versailles,  praised  by  Titon  du  Tillet 
and  Pierre-Louis  Daquin  (1752-3),  who 
claimed  Gamier  performed  Couperin's  harp- 
sichord pieces  better  than  the  composer 
himself;  for  his  part,  Couperin  named  one  of 
his  finest  pieces  after  his  colleague.  From  1684 
until  1702  Gamier  was  organist  at  St  Louis- 
des-Invalides;  thereafter  he  held  one  of  the 
four  appointments  as  a  royal  organist  with 
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Nivers,  Butcrnc  and  Coupcrin.  In  17 19  he 
took  up  a  further  post  as  organist  of  St  Roch, 
Paris.  No  music  has  survived. 

Gatti,  Theobaldo  di  (<  1650-1727).  Flo- 
rentine bass  viol  (basse  de  vtolon  and  later 
double  bass)  player  and  composer  working  in 
Paris.  Naturalized  in  1675,  'Teobalde'  gained 
the  protection  of  the  Princess  of  Conti  and 
became  a  member  of  the  orchestra  of  the  Aca- 
demie  Royale  de  Musique.  He  composed 
Coroms,  a  pastorale  heroique  (1691),  and 
Scylla,  a  tragedte  lyrique,  which  includes  a 
'concert  de  basses'  for  bass  voice  and  three 
bass  instruments;  its  first  performance  in  1701 
may  have  occasioned  the  debut  of  the  double 
bass  at  the  Opera. 

Gaultier.  Two  related  lutenist-composers. 
Enncmond  ('le  vieux  Gaultier',  1 575-1651) 
served  Maria  de'  Medici  at  the  French  court 
from  1600  until  1631,  as  valet  de  chambre  and 
personal  lute  teacher.  His  skill  was  such  that 
he  was  sent  to  England  in  1630  to  play  for 
Charles  I.  Although  he  was  28  years  senior  to 
his  cousin  Denis  ('Gaultier  le  jeune',  1603- 
72),  they  were  closely  associated  until  Enne- 
mond's  retirement.  Their  music  appears 
together  in  manuscripts  and  prints  La  rheto- 
rtque  des  dieux  (^1652),  Pieces  de  luth  (c\b-jo) 
and  Litre  de  tablature  (ab-ji)  -  often  with 
conflicting  attributions.  In  contrast  to  Enne- 
mond,  Denis  never  held  a  royal  appointment, 
making  his  way  instead  among  the  private 
salons  of  Paris;  and  it  was  he,  not  Ennemond, 
who  arranged  for  the  engraving  of  their  many 
character  pieces  and  tombeaux,  genres  which 
they  pioneered.  The  form  and  adventurous 
harmonic  style  of  their  music  influenced  Fro- 
berger  and  the  17th-century  French  school  of 
harpsichordists. 

Gautier,  Jacques  (d  before  1660).  French 
lutenist  known  as  'Gautier  d'Angleterre'. 
After  a  murder  scandal  in  161 7  Gautier  fled 
to  England,  where  he  served  the  Duke  of 
Buckingham  and  taught  Queen  Henrietta 
Maria,  to  whom  he  caused  offence  by  making 
indiscreet  remarks.  As  his  playing  was  his 
greatest  asset,  he  toured  on  the  continent  -  to 
the  Netherlands  and  Spain,  where  portraits  of 
him  were  painted  by  Lievens  and  Van  Dyck. 
Only  a  few  pieces  by  him  survive  in  manu- 
script. 

Geoffroy,  Jean-Nicolas  (d  1694).  Organist 
and  composer,  known  only  by  a  mammoth 
collection  of  harpsichord  pieces  (compiled 
posthumously),  containing  19  harpsichord 
suites,  several  pieces  for  both  organ  and  viols, 
and  dialogues  for  viol  and  harpsichord.  In 
style  the)  owe  something  to  Lebcgue  and  are 


characterized  by  unorthodox  harmony,  at  once 
inventive  and  unfocused. 

Gervais,  Charles-Hubert  (1 671 -1744).  Pari- 
sian composer  who  was  a  lifelong  servant  to 
Philippe  de  Bourbon,  nephew  of  Louis  XIV. 
Gervais  rose  in  rank  as  his  employer  became 
duke  first  of  Chartres,  then  of  Orleans  and 
finally  regent  during  Louis  XV's  minority:  he 
acquired  the  royal  posts  of  mailre  de  musique 
( 1 700),  intendant  de  la  musique  ( 1 7 1 2)  and  sous- 
maitre  of  the  Chapelle  Royale  (1723),  where 
his  colleagues  were  Lalande,  Campra  and 
Nicolas  Bcrnier.  He  left  45  motets,  a  ballet, 
cantatas  and  airs,  and  three  operas  which  illus- 
trate the  transition  between  Lully  and 
Rameau;  Meduse  (1697)  owes  much  to  the 
former  and  Hypermnestre  (17 16),  with  its 
varied  and  imaginative  orchestrations,  fore- 
shadows the  latter. 

Gigault,  Nicolas  (41627-1707).  Organist  at 
four  Paris  churches  -  first  at  St  Honore  (1646- 
52),  then  cumulatively  St  Nicolas-des- 
Champs  (from  1652),  St  Martin-des-Champs 
(from  1673)  and  the  Hopital  du  Saint  Esprit 
(from  1685).  As  a  composer  he  published  two 
collections  of  organ  music  containing  noels 
with  variations  (1683),  the  earliest  of  this 
genre,  and  versets  (1685).  He  may  have  been 
Lully's  teacher,  but  certainly  in  1706  he  was 
among  the  jury  that  awarded  Rameau  the 
organ  post  at  Ste.  Madeleine-en-Ia-Cite. 

Gillier,  Jean-Claude  (1667-1737).  Parisian 
composer  of  comedy  theatre  music.  Gillier 
was  associated  with  the  Comedie  Francaise, 
first  as  a  basse  de  violon  player,  then  as  a 
composer  in  collaboration  with  the  play- 
wrights Regnard  and  Dancourt.  He  made 
several  trips  to  London,  where  he  published 
collections  of  songs  in  1698  and  1723,  and  was 
popular  in  Paris  and  at  court:  in  1713  he 
became  associated  with  the  fair  theatres,  con- 
tributing divertissements  and  vaudeville  finales 
to  at  least  70  productions  by  Le  Sage,  Fuzelier, 
D'Orneval  and  Favart.  He  also  composed  for 
the  Theatre  Italien. 

Gobert,  Thomas  (</  1672).  Composer  and 
from  1654  sous-maitre  of  the  Chapelle  Royale. 
Associated  throughout  his  life  with  the  Sainte 
Chapelle,  Gobert,  along  with  Nicolas  Forme 
and  Jean  Veillot,  did  much  to  develop  the 
French  double-chorus  motet.  He  is  also 
credited  in  a  letter  of  1646  to  Constantijn 
Huygens  with  having  employed  a  continuo 
part  in  his  Antiennes  recitatives  (lost),  pre- 
dating the  Paris  publication  in  1647  of 
Huygcns's  own  Pathodia  sacra. 

Goldoni,  Carlo.  Sec  Italy  4  Venice. 

Gouy,  Jacques  de  (d  after  1650).  Composer 
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of  airs.  His  collection  of  four-part  settings  of 
Godeau's  paraphrases  of  the  psalms  (1650) 
was  reprinted  in  Amsterdam  and  London,  in 
response  to  the  plight  of  the  Huguenot  refu- 
gees who  had  fled  the  consequences  of  the 
revocation  of  the  Edict  of  Nantes  ( 1 685).  The 
preface  describes  Parisian  musical  life  in  the 
second  quarter  of  the  1 7th  century. 

Grabu,  Louis.  See  British  isi.es  /  London. 

Grandval.  Nicolas  Racot  de  (1676-1753). 
Parisian  musician  and  writer.  Although 
Grandval  was  a  respectable  keyboard  player  - 
at  one  time  organist  at  St  Eustache  -  and  a 
composer  of  harpsichord  pieces,  numerous 
airs  and  cantatas,  he  is  best  remembered  as  a 
satirist.  He  wrote  divertissements  for  the 
Comedie  Dancourt  and  the  Theatre  Francais, 
and  parodies  of  the  most  popular  Clerambault 
cantatas,  Orphee  and  Leandre  et  Hero. 

Grossi,  Giovanni  Francesco.  See  Italy  to 
Itinerant  Musicians. 

Guedron,  Pierre  (fi  570-416 19).  Singer  and 
composer  of  airs  and  ballets  de  cour.  Guedron 
held  a  succession  of  court  appointments  under 
Henri  IV  and  Louis  XIII  so  that  by  1619  he 
had  attained  the  position  of  surintendant .  He 
composed  the  music  for  no  fewer  than  nine 
ballets  and  published  five  books  of  airs.  His 
early  polyphonic  airs  bear  the  stamp  o(musique 
mesuree;  the  solo  pieces  (recits)  composed  after 
1608  are  declamatory  in  style,  showing  the 
influence  of  contemporary  Italian  music. 
Many  of  his  airs  appeared  in  anthologies  and 
inspired  sets  of  variations  for  harpsichord  and 
lute  by  Scheidt,  Sweclinck  and  Giles  Farnaby. 
Doni,  Merscnne  and  Bacilly  praised  him. 

Guichard,  Henry,  Sieur  d'Herapine  (fl  1670- 
early  1 8th  c).  Librettist  and  architect,  the 
Duke  of  Orleans's  intendant  et  ordonnateur  des 
bdtiments  who  was  passionately  involved  in  the 
early  musical  dramatic  productions  of  Sab- 
lieres  and  Perrin;  he  was  also  the  librettist  for 
J.-F.  Rebel's  67y«r  (1703).  Guichard  was  well 
placed  to  make  an  important  contribution  to 
French  musical  drama,  had  not  Lully  ruth- 
lessly prevented  Sablieres  and  Perrin  from 
producing  pastorales  after  1672.  A  lawsuit 
against  Lully  created  scandal,  and  in  1674 
Guichard  had  to  content  himself  with  a  privi- 
lege authorizing  him  to  found  an  Academie 
Royale  des  Spectacles.  Discontented,  he  set 
off  with  a  company  of  40  for  Madrid  in  1679 
with  the  intention  of  setting  up  a  music 
academy  with  the  patronage  of  the  Queen  of 
Spain  (daughter  of  the  Duke  of  Orleans).  He 
remained  in  Spain  for  many  years  and  then 
retired  to  Grenoble. 

Guignon,  Jean-Pierre  fGhignone,  Giovanni 

122 


Pietro]  (1702-74).  Italian  virtuoso  violinist 
and  composer  who  took  French  citizenship  in 
1 74 1  and  whose  name  is  unpleasantly  associ- 
ated with  a  series  of  professional  rivalries.  In 
1725  Guignon  (a  pupil  of  G.B.  Somis  at 
Turin)  appeared  with  Anet  at  the  Concert 
Spirituel;  the  occasion  was  specially  contrived 
to  pit  the  exponents  of  current  Italian  and 
French  violin  playing  against  one  another.  In 
1 74 1  Louis  XV  appointed  him  roi  et  maitre 
des  menestriers.  Guignon  toured  at  different 
times  with  Guillemain,  J.-B.-A.  Forqueray 
and  Mondonville,  whom  he  once  dislodged 
from  an  appointment  to  the  dauphin;  he  also 
succeeded  in  driving  Anet  and  Leclair  from 
Versailles.  Guignon  published  collections  of 
sonatas  and  trios  and  performed  at  least  two 
concertos  at  the  Concert  Spirituel. 

Guillemain,  Louis-Gabriel  (1705  70).  Pari- 
sian violinist  and  composer  ofgalant  chamber 
music.  Guillcmain's  life  began  well  enough: 
under  the  protection  of  the  Count  of  Roche- 
chouart  he  was  given  violin  lessons  both  in 
France  and  Italy  (he  studied  in  Turin  with 
G.B.  Somis).  In  1737  he  became  an  ordinaire 
at  the  French  court  and  was  frequently  heard 
at  Versailles  in  private  concerts  and  in  the 
theatre  orchestra  of  Madame  de  Pompadour; 
in  1748  his  ballet-pantomime  L'operateur 
chinois  was  performed  there.  He  published  a 
substantial  amount  of  chamber  music,  includ- 
ing virtuoso  violin  works,  trios,  quartets,  con- 
certos and  pre-Classical  italianate  trio 
symphonies.  However,  his  was  not  a  happy 
life:  he  was  profligate  and  alcoholic,  and 
eventually  committed  suicide. 

Hardel  [Ardel],  Jacques  (d  before  1680). 
Minor  harpsichordist  and  composer  who 
belonged  to  a  family  of  instrument  makers  and 
musicians;  he  was  in  the  service  of  the  Duchess 
of  Orleans.  The  last  of  Chambonnieres' 
pupils,  Hardel  was  said  to  have  taken  down 
his  teacher's  last  works  by  dictation.  His  own 
Gavotte  in  A  minor  was  widely  circulated 
in  manuscript  collections,  even  into  the  18th 
century;  Louis  Couperin  composed  a  double 
for  it.  Le  Gallois  mentioned  him  in  1680  as 
'the  late  Hardel'. 

Hotman,  Nicolas  (d  1663).  Influential  viol 
player,  theorbist  and  composer  of  German 
origin  at  the  French  court.  Hotman  was  prob- 
ably the  pupil  of  Andre  Maugars  and  the 
teacher  of  Sainte-Colombe;  his  playing  was 
greatly  admired  by  Mersenne,  Gantez  and 
Loret.  He  composed  airs  de  cour  (Ballard 
issued  a  posthumous  collection  in  1664),  as 
well  as  solo  music  for  lute,  theorbo  and  viol. 
He  served  the  Duke  of  Orleans  for  six  years 
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until  1661,  when  he  took  up  halt"  of"  the  court 
post  (Sebastien  Lc  Camus  assumed  the  other 
half)  vacated  by  Louis  Coupcrin. 

Hottctcrrc,  Jacques-Martin  I'Le  Romain'] 
(1674- 1 763).  The  most  famous  of  a  multi- 
talented  family  of  musicians  (see  Plate  6) 
whose  members  served  at  court  in  the  I  laut- 
bois  et  Musettes  de  Poitou  and  the  Grands 
Hautbois.  He  was  skilled  as  a  musette  and 
transverse  flute  player,  much  in  demand  as  a 
teacher  and  gifted  as  a  maker  of  these  instru- 
ments. His  treatise  Principes  de  la  flute  tra- 
versiere  (1707)  was  the  first  of  its  kind  and 
remains  an  important  source  of  information 
on  tonguing  and  ornamentation.  He  further 
contributed  to  the  elucidation  of  French  per- 
forming practices  with  the  publication  of  his 
suites  for  flute  in  1708  -  particularly  in  their 
revised  version  of  171 5,  with  further  orna- 
ments in  the  music  and  a  table  of  ornaments 
appended  -  and  L'art  de  preluder  in  1719, 
which  includes  a  section  devoted  to  metre  and 
rhythmic  alteration.  His  musette  tutor  (1737) 
is  considered  to  be  the  best  of  its  kind  from 
the  1 8th  century. 

Jacquet.  Parisian  musicians  and  instrument 
makers.  Jehan  {d  after  1658)  and  his  son 
Claude  (1605-75)  madt  harpsichords  that 
merited  praise  from  Mersenne.  The  organists 
Pierre  (ci 666- 1729),  his  brother  Nicolas  and 
their  remarkable  sister  Elisabeth-Claude 
descended  from  another  branch  of  the  family 
(see  below). 

Jacquet  dc  La  Guerre,  Elisabeth-Claude 

(1666/7-1729).  Exceptionally  gifted  Parisian 
harpsichordist  and  composer,  rewarded  with 
royal  favour  and  a  prominent  place  on  Titon 
du  Tillet's  'Le  Parnassc  Francois'  after  her 
death.  As  a  young  girl  Jacquet  was  acclaimed 
for  her  brilliant  improvisation  and  was  given 
royal  protection.  In  1687  she  published  a  col- 
lection of  pieces  de  clavecin  -  the  first  by  a 
woman.  Clearly  aware  of  the  artistic  freedom 
afforded  by  the  death  of  Lully,  Jacquet  (by 
then  married  to  the  organist  Marin  de  La 
Guerre)  seized  the  opportunity  to  produce  a 
trage'die  lyrtque  (Cephale  et  Procris,  1694)  at 
the  Academic  Royale  de  Musique;  she  was  the 
only  woman  to  do  so.  She  took  an  interest  in 
the  latest  Italian  genres  and  dabbled  in  trio 
sonata  composition,  like  Coupcrin  and  Rebel. 
Widowed  in  1704,  she  remained  in  Paris  with 
her  son,  giving  concerts  at  her  home  on  the 
lie  St  Louis  and  later  in  the  quartier  of  St 
Eustache,  where  she  was  later  buried.  In  the 
early  years  of  the  18th  century  she  was  among 
the  first  to  publish  collections  of  italianate 
violin  sonatas  and  sacred  and  secular  cantatas, 


as  well  as  the  harpsichord  suites  (1707)  by 
which  she  is  best  known. 
Jelyotte,  Pierre  de  (1713-97).  Highly 
esteemed  haute-contre  heard  at  Versailles  and 
the  Paris  Opera  during  the  mid  1 8th  century. 
Jelyotte  made  his  debut  in  1733  in  a  revival  of 
Blamont's  ballet  heroique,  Les  festes  grecques  et 
romaines  ( 1 723).  After  the  retirement  of  Denis- 
Francois  Tribou,  Rameau  created  all  of  his 
principal  high  tenor  roles  for  Jelyotte,  who 
was  frequently  paired  with  the  soprano  Marie 
Fel.  At  court  he  was  a  favourite  of  Madame 
de  Pompadour,  in  whose  private  enter- 
tainments he  sang  works  of  his  own  com- 
position and  played  the  guitar  and  cello.  In 
Paris  he  appeared  very  occasionally  at  the 
Concert  Spirituel  and  retired  from  the  Opera 
in  1765. 

La  Barre,  Anne  dc  (1628-88).  Court  soprano 
who  was  the  daughter  of  the  organist  Pierre 
de  La  Barre.  During  the  regency  of  Anne  of 
Austria  La  Barre  took  part  in  the  performances 
of  Luigi  Rossi's  Orfeo  (1647),  for  which  she 
was  warmly  praised.  From  late  in  1652  until 
late  1655  she  toured  northern  Europe,  visiting 
Huygens  at  The  Hague  and  working  first  at 
the  Swedish  court  of  Queen  Christina  and 
then,  after  the  queen  went  into  exile,  at  the 
Danish  court. 

Back  in  Paris  by  1656,  La  Barre  took  major 
roles  in  court  ballets  -  such  as  Lully 's  bi- 
lingual Ballet  de  la  ratllerie  (1659),  in  which 
the  popular  Italian  soprano  Anna  Bergerotti 
and  La  Barre  were  required  to  take  opposing 
sides  on  behalf  of  Italian  and  French  music  - 
and  Italian  operas  such  as  Cavalli's  Ercole 
amante  in  1662.  During  Lent  she  appeared 
with  other  popular  singers  in  concerts  at  the 
Eglise  des  Feuillants  in  Paris  and  elsewhere. 
The  court  diarist  Lorct  makes  many  flattering 
references  to  her  performances  during  the  last 
years  of  the  regency.  In  1661  La  Barre  was 
appointed  fitte  ordinaire  de  la  musique  de 
chambre  du  roi,  a  prestigious  post  which  she 
retained  until  1686. 

La  Barre,  Michel  de  ((1675-1743,  4).  The  first 
important  French  flautist  and  an  innovative 
composer.  La  Barre  popularized  the  trans- 
verse flute  in  France  at  the  beginning  of  the 
1 8th  century.  In  1702  he  published  the  first 
suites  for  flute  and  continuo  which  were  mod- 
elled on  those  for  bass  viol  and  continuo  by 
Marin  Marais.  They  are  an  important  early 
source  of  articulation  and  ornamentation,  pre- 
dating I  Iotteterre's  Prtncipes  by  five  years. 

In  1704  he  joined  the  Hautbois  et  Musettes 
de  Poitou  of  the  royal  Ecuric  and  in  the  fol- 
lowing year  became  a  flautist  in  Louis  XIV's 
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musique  de  chambre.  He  appears,  with  four 
other  court  musicians  (Marais  and  the  Hot- 
teterres),  in  a  group  portrait  attributed  to 
Robert  Tournicres  (London,  National 
Gallery;  see  Plate  6).  In  1707  La  Barre  pub- 
lished the  earliest  trio  sonatas  specifically  for 
two  flutes  and  continuo  and  in  1709  suites  for 
two  unaccompanied  flutes  (a  genre  he 
invented).  He  also  composed  airs  and  theatre 
music. 

La  Borde  [Laborde],  Jcan-Bcnjamin-Fran- 
cois  dc  (1734-94).  Librettist,  writer  on  music 
and  composer  whose  colourful  life  was  ended 
by  the  guillotine.  La  Borde  learnt  composition 
from  Rameau  and  the  violin  from  Antoine 
Dauvergnc.  He  composed  many  operas- 
comiques  and  six  collections  of  chansons,  but 
is  principally  remembered  as  the  author  of 
the  massive  four-volume  Essai  sur  la  musique 
anaenne  et  moderne  (1780).  The  scope  of  the 
Essai  was  broad  enough  to  include  trouvere 
music  in  original  notation;  of  particular  value 
today  arc  the  biographical  entries  on  1 7th-  and 
18th-century  musicians. 

La  Camargo.  See  France  /  Paris  and  Ver- 
sailles, Cupis  de  Camargo,  Marie-Anne. 

La  Coste,  Louis  de  (41675  mid  1750s). 
Singer,  opera  composer  and  provincial  opera 
administrator.  La  Coste  began  his  career  as  a 
member  of  the  Paris  Opera  chorus.  In  1697 
his  own  opera-ballet,  Aruie,  was  performed  by 
the  Academie  and  was  followed  by  at  least 
seven  tragedies  lyriques,  of  which  Philomele 
(1705)  and  Creuse  (1712)  were  the  most  suc- 
cessful. He  and  his  wife  secured  a  three-year 
privilege  to  produce  operas  in  Lille  but 
returned  to  Paris  when  it  expired. 

L'Affilard,  Michel  (41656  1708).  Singer, 
composer  and  the  first  to  indicate  tempos  by 
metronome  indications  for  individual  move- 
ments. L'Affilard,  a  singer  in  the  Chapelle 
Royale  from  1683,  wrote  a  treatise  on  sight- 
singing,  the  Prmcipes  tres-faciles  pour  bien 
apprendre  la  musique  (1694),  which  contains 
airs  de  mouvement  based  on  dance  rhythms;  it 
evidently  found  a  wide  audience,  for  it  reached 
1 1  editions.  The  most  important  edition,  the 
fifth  (1705),  includes  metronomic  indications 
based  on  Joseph  Sauveur's  pendulum,  breath 
marks,  carefully  worked  out  ornamentation 
and  notes  megales,  making  it  a  valuable  micro- 
cosm of  French  Baroque  performing  practice. 

La  Fontaine,  Jean  de  (1621-95).  P°ct»  fabu- 
list and  dramatist  whose  musical  intimates 
included  Michel  Lambert,  Lully  and  Madame 
de  Sevigne.  La  Fontaine,  at  home  in  the  soph- 
isticated company  of  Moliere  and  Racine, 
Madame  de  La  Fayette  and  La  Rochefoucauld, 
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entertained  hopes  of  collaboration  with  Lully. 
His  Amours  de  Psyche  et  de  Cuptdon  (1659) 
inspired  the  tragedie-ballet  Psyche  devised  by 
Moliere  and  Lully  in  1671.  When  Moliere 
died,  La  Fontaine  wrote  Daphne  (a  graceful, 
lyric  pastorale)  for  Lully;  when  it  did  not  suit 
Lully's  rather  grander  conception,  the  dis- 
appointed La  Fontaine  vented  his  displeasure 
in  a  satirical  verse  entitled  Le  florentin  (1674). 

Three  years  later  he  broadened  his  criticism 
of  Lully  to  opera  in  general  in  a  letter  to  Pierre 
de  Nyert;  for  La  Fontaine  (as  well  as  for 
Boileau,  La  Bruyere  and  Saint-Evremond) 
graceful  sentiments  were  being  obscured  by 
inept  verses,  coarse  voices  and  ridiculous 
machinery.  Nevertheless,  he  was  persuaded  to 
compose  the  dedicatory  verses  for  the  pub- 
lication of  Lully's  Amadts  (1684)  and  Roland 
(1685). 

La  Guerre,  Elisabeth-Claude  Jacquet  de. 

See  France  /  Paris  and  V  ersailles,  Jacquet  dc 
la  Guerre,  Elisabeth-Claude. 
Lalandc  (Dclalande],  Michel-Richard  dc 
(1657- 1 726).  The  most  prominent  court 
musician  of  his  day  and  the  leading  composer 
of  grands  motets.  Lalande  was  a  Parisian  organ- 
ist and  harpsichordist,  a  contemporary  of 
Marin  Marais,  the  mentor  and  predecessor  of 
Francois  Couperin  at  St  Gerv  ais  and,  in  effect, 
Lully's  successor  at  court.  Blamont,  his  pupil 
and  assistant,  referred  to  him  as  the  'Latin 
Fully'.  Lalande  accumulated  a  great  deal  of 
power  at  court,  first  as  one  of  the  four  sous- 
maitres  of  the  Chapelle  Royale  (1683),  gradu- 
ally acquiring  the  other  three  posts  by  1 714. 
In  the  interim  he  also  collected  appointments 
as  surmtendant  dt  la  musique  de  la  chambre 
(1689),  maitre  de  la  chambre  (1695),  maitre  de 
la  chapelle  (1704)  and  compositeur  de  la  musique 
de  chambre  (1709). 

He  was  his  parents'  15th  child,  a  gifted 
chorister  and  a  promising  violinist  whose 
ambitions  were  nipped  in  the  bud  by  Lully, 
who  refused  him  a  place  in  the  Academic 
orchestra.  His  first  patron,  the  Duke  of 
Noailles,  helped  him  to  acquire  his  first  royal 
post  that  of  music  master  to  the  Princesses 
of  the  Blood.  When  in  1684  he  married  for  the 
first  time,  the  king  paid  for  the  wedding.  His 
first  wife  was  Anne-Renee  Rebel  (1663-1722, 
sister  of  Jean-Fery  Rebel),  by  whom  he  had 
two  musically  gifted  daughters:  Marie-Anne 
(b  1686)  and  Jeanne  (b  1687)  often  sang  at  the 
king's  Mass  before  their  tragic  deaths  from 
smallpox  during  the  epidemic  in  171 1.  His 
second  wife  was  Marie-Louise  de  Cury  (1692- 
'775)^  a  v'°'  player  by  whom  he  had  one 
daughter    Marie-Michelle    (1724  81).  His 
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many  emoluments  enabled  him  to  acquire 
three  residences  and  a  private  coach.  After 
the  death  of  Louis  XIV  (1715)  he  gradually 
relinquished  his  posts  to  pupils  and  relatives. 

Titon  du  Tillct  acknowledged  Lalande's 
contribution  to  French  musical  life  by  accord- 
ing him  a  medallion  (along  with  Marais  and 
Elisabeth-Claude  Jacquct  de  La  Guerre)  on 
his  projected  monument  of  Mount  Parnassus; 
only  Lull)  ranked  higher.  Although  he  was 
somewhat  at  odds  with  Lully,  Lalande  would 
not  have  gained  one  of  the  chapel  sous-maUre 
posts  without  Lully's  tacit  approval.  Lully 
could  easily  have  thwarted  the  performances 
at  Fontainebleau  in  1682  of  an  operatic  enter- 
tainment, on  which  Lalande  collaborated  with 
Lorenzani,  and  again  in  1686,  when  Lalande 
produced  his  Ballet  de  la  jeunesse  (an  import- 
ant precursor  of  opera-ballet)  for  the  court. 
Nor  was  Lalande's  role  in  the  clandestine  per- 
formances of  Italian  music  in  Paris  held 
against  him,  nor  -  for  that  matter  -  the  clear 
influence  of  Charpentier's  rich,  italianate,  har- 
monic vocabulary  on  his  music. 

Lalande  was  devoted  to  Louis  XIV,  and  in 
his  various  capacities  at  Versailles  faithfully 
sought  to  honour  his  sovereign,  particularly 
by  the  grands  motets,  the  musical  genre  he 
brought  to  greatest  perfection.  Of  the  70  he 
composed,  64  survive  mainly  in  three  col- 
lections (two  MSS  and  one  posthumous 
edition)  which  give  testimony  to  the  endless 
revision  and  refinement  to  which  they  were 
subjected.  Lalande  employed  a  diversity  of 
elements  -  galant  concertante  airs,  homo- 
phonic  pettts  choeurs  and  contrapuntal  grands 
choeurs  -  yet  achieved  organic  music,  often 
thematically  related  from  one  section  to  the 
next.  The  Beati  omnes  (1698)  was  performed 
with  great  effect  when  the  Duke  of  Anjou  set 
off  from  Versailles  in  1700  for  Spain  w  here  he 
was  to  become  king.  His  best-known  work,  the 
deeply  expressive  De  projundis,  was  popular 
at  the  Concert  Spirituel  throughout  the  iKth 
century. 

Lalouette,  Jean  Francois  (165 1-1728).  Pari- 
sian composer,  at  one  time  Lully's  lieutenant 
and  at  the  turn  of  the  century  maitre  de  chapelle 
at  Notre  Dame.  Lalouette's  early  association 
with  Lully  augured  well  for  his  future,  but 
his  failure  to  achieve  lasting  fame  must  be 
attributed  in  part  to  the  excesses  of  pride  and 
indolence.  As  Lully's  pupil  he  had  been 
entrusted  with  the  composition  of  the  inner 
parts  in  the  scores  of  his  tragedies  lyrtques  and 
was  rewarded  with  the  coveted  post  of  Lully's 
secretary  and  one  of  the  batteurs  de  mesure;  he 
threw  it  away  by  boasting  of  having  composed 


the  best  music  in  the  controversial  /su  (1677), 
leaving  himself  open  as  a  scapegoat  when  the 
opera  offended  Madame  de  Montespan.  He 
was  hived  off  to  the  Savoy  court  at  Turin  as 
their  resident  composer  of  French  music,  but 
he  was  dismissed  within  the  year  for  producing 
so  little.  I  le  returned  to  Paris  and  set  about 
testing  Lully's  monopoly  by  mounting  an 
opera  of  his  ow  n  in  Paris;  hardly  had  it  opened 
when  the  authorities  closed  it  down.  His 
failure  to  gain  one  of  the  four  royal  sous-maitre 
posts  in  1683  reconfirmed  his  official  disgrace. 

Although  he  is  thought  to  have  travelled  in 
Italy  and  lived  for  a  time  in  Rome  (where  he 
may  have  composed  at  least  one  concerto),  his 
next  known  post  was  as  choirmaster  at  Rouen 
Cathedral  (1693-5).  Reacceptance  into  the 
Parisian  musical  establishment  finally  came  in 
1700,  when  he  succeeded  Campra  at  Notre 
Dame.  He  left  the  post  in  17 16  but  returned 
two  years  later,  when  it  had  become  evident 
that  his  grands  motets  were  not  being  per- 
formed as  he  wished,  and  remained  until  1727. 
In  1726  his  Miserere  was  performed  at  the 
Concert  Spirituel. 

Lambert,  Michel  (1610-96).  Singer,  lute  and 
theorbo  player,  teacher  and  composer  of  airs 
de  cour.  Lambert  was  employed  as  a  singer  in 
the  household  of  Cardinal  Richelieu.  In  1661 
he  became  maitre  de  mustque  de  la  chambre  du 
roi  and  a  year  later  further  consolidated  his 
position  at  court  with  the  marriage  of  his 
daughter  to  Lully,  hence  the  unique  privilege 
of  being  interred  in  the  same  tomb  with  Lully. 
Lambert's  sister-in-law  was  Hilaire  Dupuy 
('Mile  Hilaire'),  a  court  soprano  of  the  stature 
of  Anne  de  La  Barre  and  Anne  Fonteaux  de 
Ccrcamanan. 

Lambert  was  a  prolific  composer  of  airs 
who  gave  special  attention  to  the  proper  de- 
clamation of  texts  by  the  king's  poets  Benserade 
and  Quinault.  Although  most  of  Lambert's 
music  is  lost,  approximately  300  airs  and  nine 
lecons  de  Tenebres  survive,  which  richly  attest 
to  his  skill  and  grace.  Benigne  de  Bacilly  cited 
Lambert's  airs  in  his  singing  treatise  of  1668. 
Abbe  Perrin  addressed  a  sonnet  to  him, 
Boileau  immortalized  him  in  a  verse  of  his 
third  satire,  and  Lainez  wrote  a  cantata  text 
entitled  4Le  tombeau  de  Lambert'. 

La  Motte,  Antoine  Houdar  dc  (1672-1731). 
Important  dramatist  and  librettist  of  the  post- 
Lullian  period.  La  Motte  made  his  name  in 
1697  when  he  successfully  collaborated  first 
with  Campra  on  the  opera-ballet  L'Europe 
galante  and  then  with  Destouchcs  on  the 
pdstorale-hcroique  Issc.  The  novelty  of  his  texts 
lay  in  their  fantasy  elements  and  La  Motte's 
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strong  preference  for  the  natural  over  mere 
imitation  of  nature.  Commissions  for  tragedies 
lyriques  from  Destouches,  Collasse,  Dau- 
vergne  and  Marais,  opera-ballets,  and  comedie- 
ballets  from  La  Barre,  Destouches  and  Dau- 
vcrgne  followed. 

In  1 7 10  La  Motte  was  elected  to  the  Aca- 
demie  Francaise;  thereafter  he  devoted 
himself  to  more  serious  literary  and  aesthetic 
pursuits.  His  versifications  of  Old  Testament 
stories  were  set  as  cantatas  by  Elisabeth- 
Claude  Jacquet  de  La  Guerre,  Clerambault 
and  Destouches. 

Langhedul,  Matthijs.  See  Low  countries 
2  South  Netherlands. 

Lanzetti,  Salvatore.  See  Italy  /  Piedmont- 
Savoy. 

La  Poupliniere,  Alexandre-Jean-Joseph 
Le  Richc  dc  (1693- 1762).  Fermier  general, 
patron  of  music,  art  and  literature.  La  Pou- 
pliniere's  Paris  home  -  across  from  the  present 
Bibliotheque  Nationale  -  and  Passy  estate 
were  the  scenes  of  many  concerts  given  by  his 
own  orchestra,  often  under  his  direction,  as 
well  as  more  intimate  performances  (1731-53) 
by  the  Rameaus  and  Mondonvilles  and  their 
circle.  Also  present  on  these  occasions  were 
Voltaire  and  Marmontel,  the  Van  Loos  and 
the  La  Tours. 
Lcbcguc,  Nicolas-Antoine  (a  631  -1702). 
Laonais  harpsichordist,  organist,  composer 
and  teacher  of  Nicolas  de  Grigny.  Lebegue 
arrived  in  Paris  about  1660  and  became  one 
of  the  organisles  du  roi  in  1678.  He  was  much 
in  demand  as  an  expert  on  organs  and  was  a 
popular  composer,  judging  from  the  numer- 
ous reprints  of  his  collections  for  harpsichord 
and  organ.  His  elegantly  poised  harpsichord 
pieces  bear  the  influence  of  Chambonnieres 
and  Louis  Couperin,  and  compare  well  with 
them,  though  they  are  more  formal  and  less 
personalized.  The  three  volumes  of  organ 
music  offer  virtuoso  and  lesser  players  a 
unique  compendium  of  secular  and  sacred 
works. 

Le  Camus,  Sebastien  (a  610-1677).  Treble 
viol  and  theorbo  player  and  composer  of  airs 
de  cour.  Le  Camus  began  in  royal  service  about 
1640;  during  the  regency  he  served  Gaston 
d'Orleans  and  from  1660  was  one  of  the  new 
queen's  surintendants  de  la  musique;  the  fol- 
lowing year  he  took  up  half  the  post  (shared 
with  Nicolas  Hotman)  of  viol  player  to  Louis 
XIV.  As  a  result,  he  became  wealthy  and  lived 
very  comfortably  with  a  mistress  in  the  Grand 
Arsenal.  Though  he  did  not  publish  any  of  his 
music,  his  son  Charles  collected  a  volume  of 
airs  a  deux  et  trois  parties  (settings  of  poems 
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by  Quinault  and  others),  which  he  brought 
out  with  an  important  preface  in  1678. 

Le  Cerf  de  La  Vieville,  Jean  Laurent.  See 
France  2  Provinces. 

Leclair.  Family  of  violinists  and  composers 
from  Lyons,  of  whom  the  two  most  dis- 
tinguished members  were  brothers  who 
shared  the  same  name.  Jean-Marie  Leclair 
Faine  (1697- 1764)  travelled  widely  as  a  vir- 
tuoso violinist  and  was  well  received  wherever 
he  went.  At  the  court  of  Orange  he  was  dec- 
orated with  the  Croix  Neerlandaise  du  Lion. 
He  was  renowned  for  his  ability  to  play  double 
stops  perfectly  in  tunc  and  with  equal  assur- 
ance in  the  French  and  Italian  styles  -  mastery 
of  the  latter  was  gained  in  Turin  after  studies 
with  G.B.  Somis.  In  Paris  he  performed  his 
own  sonatas  and  concertos  at  the  Concert  Spi- 
ritucl  and  at  Versailles  he  was  an  ordinaire 
(from  1733),  although  a  quarrel  with  J. -P. 
Guignon  over  the  directorship  of  the  court 
orchestra  led  him  to  resign  his  post  after  only 
four  years. 

Whether  in  Paris,  London,  The  Hague 
(where  from  1738  until  1743  he  spent  three 
months  each  year,  serving  as  maitre  de  chapelle 
to  the  wealthy  commoner  Francois  du  Liz 
from  1740)  or  Kassel  (late  in  1728  he  per- 
formed there  with  I.ocatelli),  he  never  lacked 
for  royal  and  wealthy  bourgeois  patrons,  to 
judge  from  the  dedications  in  his  published 
music  (engraved,  with  the  exception  of  op.  1, 
by  his  second  wife  Louise  Rousscl).  Leclair's 
only  opera,  Scylla  et  Glaucus,  was  presented 
at  the  Opera  in  1746.  His  last  years  were  spent 
in  the  serv  ice  of  a  former  pupil,  the  Duke  of 
Gramont,  as  director  of  his  private  theatre  at 
Puteaux,  west  of  Paris.  He  was  murdered  late 
one  evening  as  he  returned  home. 

Leclair's  music  presents  a  successful  syn- 
thesis of  French  and  Italian  styles  in  which 
French  rhythms  and  ornamentation  are 
grafted  onto  Corellian  sonatas  and  Vivaldian 
concertos.  The  v  iolin  parts  require  a  player  of 
his  own  calibre  -  fearless  in  high  positions, 
dextrous  enough  to  execute  double  trills  and 
left-hand  tremolo  (his  own  invention),  and  in 
command  of  a  lightning-quick  bow. 

Jean-Marie  Leclair  le  cadet  (1703-77) 
remained  all  his  life  in  Lyons,  where  he 
became  the  honoured  director  of  the  Academie 
des  Beaux-Arts  and  'secretary  in  perpetuity' 
of  the  Lyons  Concert.  I  le  was  known  as  an 
excellent  player  and  teacher,  if  a  modest  com- 
poser. 

Lemaire,  Louis  (1603/4-4 1750).  Prolific  com- 
poser of  small-scale  v  ocal  music.  Lemaire  was 
a  chorister  at  Meaux  Cathedral  under  Seba- 


Copyrighted  material 


France  i  Paris  and  Versailles 


stien  de  Brossard.  As  a  young  man  he  began 
contributing  airs  to  the  Ballard  recueils  in 
1712,  and  in  1724  brought  out  a  popular  col- 
lection of  cantatas,  Les  quatre  saisons.  Lemaire 
is  best  known  as  a  composer  of  at  least  66 
cantatilles  -  short  but  elaborate  Rococo 
cantatas,  also  cultivated  by  J. -J.  Mouret  and 
L.-A.  Lefebvre  -  which  between  1728  and 
1736  were  regularly  performed  at  the  Concert 
Francais  and  the  Concert  Spirituel.  His 
motets,  which  began  appearing  about  1728, 
were  also  sung  at  the  Concert  Spirituel  during 
the  late  1720s  and  early  30s.  He  also  composed 
chamber  music  for  combinations  of  strings 
(including  hurdy-gurdy),  wind  (including 
trumpet  and  musette)  and  percussion  instru- 
ments (1743). 

Le  Rochois,  Marthe  (^1658-1728).  Dramatic 
soprano  and  teacher  who  from  1678  to  1698 
was  the  premiere  actrice  of  the  Academie 
Royale  de  Musiquc,  appearing  in  the  original 
productions  of  Lully's  Proserpine,  Persee, 
Amadis,  Roland  and  Armide.  Her  remarkable 
acting  and,  in  particular,  her  declamation  were 
noted  by  Lc  Ccrf  de  La  Vieville.  Titon  du 
Tillet  praised  her  sense  of  gesture,  her  mastery 
of  pantomime  and,  above  all,  her  good  taste. 
Her  performances  greatly  influenced  the  next 
generation  of  opera  singers. 

Le  Roux,  Gaspard  (d  1705/7).  Parisian  harp- 
sichordist and  composer  of  a  collection  of 
harpsichord  pieces  (1705),  which  were  pub- 
lished in  a  format  adaptable  to  performances 
by  a  trio,  a  single  melody  instrument  with 
keyboard,  or  two  keyboard  instruments. 

Lorcnzani,  Paolo  (1640  17 13).  Roman  com- 
poser, resident  for  16  years  in  Paris,  where  he 
was  instrumental  in  popularizing  Italian  music 
at  a  time  when  Lully  reigned  supreme.  Loren- 
zani was  trained  by  Orazio  Benevoli  at  the 
Cappella  Giulia  in  the  Vatican,  where,  at  the 
age  of  55,  he  succeeded  Francesco  Bcrctta  as 
maestro  di  cappella.  But  it  is  his  years  in  Paris. 
1678-94,  that  are  chiefly  of  interest.  In  1678 
one  of  his  motets  was  performed  by  Louis 
XIV,  who  expressed  his  approval  by  installing 
Lorenzani  as  surintendant  de  la  musique  de  la 
reyne.  However,  even  with  the  added  support 
of  the  Mercure  galant  and  the  patronage  of 
Madame  de  Montespan's  brother  and  Maza- 
rin's  nephew,  Lorenzani  never  gained 
sufficient  popularity  to  challenge  Lully. 

For  his  part,  Lully  attempted  to  block  the 
performance  of  Lorenzani's  Italian  pastoral 
Nicandro  e  Fileno  at  Fontainebleau  in  the 
autumn  of  168 1  and,  in  spite  of  his  continuing 
opposition,  a  serenade  en  forme  d  opera,  to 
which  Lorenzani  contributed  Italian  music 


and  Lalande  French  music,  was  performed 
there  a  year  later.  Lully's  interference  may 
have  been  a  decisive  factor  in  Lorenzani's 
failure  to  gain  one  of  the  four  coveted  positions 
as  sous-maitre  de  la  chapelle  royale  in  1683. 
That,  together  with  the  death  of  the  queen, 
signalled  his  decline  in  court  circles.  In  Paris 
he  found  employment  as  maitre  de  chapelle  of 
the  Theatine  convent,  directing  performances 
of  saluts  en  musique  attended  by  italophile 
aristocrats  and  musicians  alike.  His  French 
opera  Orontee,  presented  by  the  Academie 
Royale  de  Musique  in  1688,  a  year  after 
Lully's  death,  attracted  little  interest;  likewise 
his  lav  ish  1693  edition  of  motets  dedicated  to 
Louis  XIV. 

Louis  XIII  (1601-43).  King  °f  France  (the 
son  of  Henri  IV  and  Maria  de'  Medici),  music 
patron,  composer  and  dancer.  Only  nine  years 
old  when  his  father  was  assassinated  (16 10), 
Louis  XIII  did  not  rule  until  1614,  and  then 
only  with  the  assistance  of  powerful  ministers 
such  as  the  Duke  of  Luynes  (1617-21)  and 
Cardinal  Richelieu  (1624-42).  In  161 5  he  was 
married  to  the  Spanish  Infanta  (Anne  of 
Austria),  though  it  was  not  until  1638  that 
their  son,  the  future  Louis  XIV,  was  born. 

Louis  XIII  inherited  his  father's  music 
establishment  of  30  chapel  musicians  and  the 
Vingt-quatre  Violons  du  Roi,  which  were  aug- 
mented on  special  occasions  such  as  the  carou- 
sel of  161 2  (requiring  100  trumpets)  and  his 
return  from  Brittany  in  161 4  (for  which 
Jacques  Mauduit  organized  mass  concerts  of 
voices  and  instruments).  Louis  XIII  loved 
dance  music  and  solo  airs  with  lute  accompani- 
ment (airs  de  cour)\  and,  with  the  encour- 
agement of  Richelieu,  both  forms  of  cultural 
amusement  became  important  parts  of  daily 
court  life. 

Deeply  religious,  Louis  XIII  is  said  to  have 
kept  up  his  spirits  during  the  siege  of  La 
Rochellc  in  1628  by  composing  motets.  He 
knew  how  to  set  psalms  and  occasionally  con- 
ducted his  chapel  choir.  In  1635  he  personally 
took  charge  of  the  creation  of  a  court  enter- 
tainment, composing  both  text  and  music  and 
choreographing  the  Ballet  de  la  Merlaison  for 
performances  at  his  chateau  at  Chantillv .  The 
following  year  Mersenne  published  a  royal 
air  ('Tu  crois,  o  beau  soleil'),  in  a  keyboard 
arrangement,  in  Harmonic  Universelle. 
Louis  XIV  (1638-1715).  King  of  France  (the 
son  of  Louis  XIII  and  Anne  of  Austria),  music 
patron,  instrumentalist  and  dancer.  Louis 
XIV  grew  up  amidst  political  turmoil,  pre- 
sided over  by  his  mother  and  Cardinal  Jules 
Mazarin  (1643-61).  During  his  minority  he 
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was  forced  to  flee  Paris  three  times  (when  the 
Princes  of  the  Blood  and  lesser  nobility 
temporarily  gained  the  upper  hand),  and  made 
absolutism  the  cornerstone  of  his  reign  (which 
began  officially  after  the  death  of  Mazarin  - 
'L'etat,  c'est  moi'),  excluding  the  ambitious 
aristocracy  from  high  office  in  his  government. 
In  1660  he  married  the  Spanish  Infanta,  Maria 
Teresa  (daughter  of  Philip  IV),  by  whom  he 
had  six  children  of  whom  only  the  dauphin 
survived;  in  about  1683  he  secretly  married 
Madame  de  Maintcnon,  the  former  governess 
of  his  bastard  children.  As  king,  Louis  XIV 
not  only  consolidated  his  power  within 
France,  he  made  France  the  leading  European 
power  during  the  late  17th  century  through  a 
series  of  aggressive  wars. 

During  his  reign  French  culture  -  music 
and  the  arts  -  became  (with  that  of  the  Italians) 
greatly  admired  and  imitated  throughout 
Europe.  As  a  young  man,  Louis  XIV  was  an 
excellent  dancer  and  took  part  in  many  of  the 
lavish  ballets  de  cour  performed  at  his  palaces 
and  chateaux  between  1650  and  1670;  he 
played  the  guitar  and  was  particularly  fond  of 
performances  of  keyboard  music.  He  sur- 
rounded himself  with  fine  musicians,  foreign 
as  well  as  French,  among  whom  Lully  gained 

his  confidence  and  with  it  high  office  and  fabu- 

lous  wealth.  Together,  the  king  and  his  Flo- 
rentine musician  created  French  opera 
(tragedie  lyrique),  which  served  not  only  as  a 
cultural  symbol  of  France  but  also  as  a  dom- 
estic political  tool  to  distract  the  aristocracy. 
The  grand  motet,  a  genre  to  which  Lully  con- 
tributed significantly,  came  to  symbolize 
Louis  XIV's  religious  authority.  With  the 
king's  support  Lully  raised  the  standards  of 
French  orchestral  playing  and  those  of  court 
music  in  general.  Music  accompanied  every 
event  in  the  king's  life,  from  the  mundane  to 
the  ceremonial,  and  accordingly  he  augmented 
his  music  establishment  to  unprecedented 
proportions,  at  the  same  time  institutionaliz- 
ing it  by  an  elaborate  hierarchy  of  posts  and 
privileges.  The  king  established  academies 
in  all  branches  of  the  arts  -  including  music 
(i66q)  and  dance  ( 1 66 1 )  -  and  greatly  encour- 
aged the  development  of  distinctly  French 
styles  of  performance. 
Loulie,  £tiennc  (ri  655-^1707).  Parisian 
maitre  de  musique,  theorist,  and  inventor  of  the 
sonometre  (1609),  for  tuning  keyboard  instru- 
ments, and  the  chronometre  (1701),  a  metro- 
nomic pendulum.  Loulie  held  no  court  or 
church  appointments  but  like  M.-A.  Char- 
pentier  he  was  a  member  of  the  Duchess  of 
Guise's  household.  He  published  three  thcor- 
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etical  treatises  and  bequeathed  a  number  of 
manuscript  works  -  including  an  important 
treatise  on  viol  playing,  with  particular  ref- 
erence to  bow  strokes  -  to  his  friend  Sebastien 
de  Brossard. 
Lully  [Lulli],  Jean-Baptiste  [Giovanni  Bat- 
tista]  (1632-87).  Phenomenally  successful 
Italian  composer,  naturalized  French,  the 
creator  of  tragedie  lyrxque  and  an  important 
contributor  to  the  grand  motet:  the  most 
powerful  exponent  of  the  French  Baroque 
style.  In  1646  the  young  Lully  accompanied 
the  Chevalier  de  Guise  from  Florence  to  Paris, 
where  he  was  made  a  gar  con  de  chambre  to  the 
chevalier's  niece,  Mile  de  Montpcnsicr.  He 
spent  six  years  in  her  service  at  the  Tuileries 
palace,  during  which  time  he  mastered  several 
instruments,  including  the  violin  and  harp- 
sichord, and  studied  composition  with  Nicolas 
Metru.  As  a  member  of  a  noble  household,  he 
gained  entry  to  divertissements,  balls  and  other 
court  spectacles,  from  which  he  learnt  the 
popular  French  dances  and  heard  the  Vingt- 
quatre  Violons  du  Roi  and  the  finest  singers 
of  the  day  perform.  He  heard  Racine 
declaimed  and,  in  1647,  attended  Luigi  Rossi's 
Orfeo,  lavishly  produced  at  the  Louvre. 
1653  marked  the  beginning  of  his  rise  at 

court.  Already  known  to  the  young  I.ouis  XIV 
as  a  dancer  -  they  danced  together  in  the 
Ballet  de  la  nuit  in  February  of  that  year  - 
Lully  succeeded  the  Italian  violinist  Lazzarini 
as  compositeur  de  la  musique  instrumental  du 
roi,  charged  with  composing  ballets  de  cour. 
Cardinal  Mazarin  thrust  him  into  prominence 
by  engaging  him  to  compose  ballet  intermedes 
to  monarchist  texts  by  Isaac  de  Bcnserade  for 
the  1654  production  of  Caproli's  comic  opera 
Le  nozze  di  Peleo  e  di  Teti.  His  ballet  music 
was  much  admired  by  Loret,  the  court 
journalist,  and  Racine  declared  the  music  of 
the  Ballet  de  T Impatience  ( 1 66 1 )  to  be  'on 
the  path  to  the  heart'.  Lully's  intermedes  for 
Cavalli's  Xerse  (1660)  and  Ercole  amante 
(1662)  succeeded  in  overwhelming  the  Italian 
operas  they  were  meant  to  complement. 

A  gifted  comedian,  as  well  as  musician  and 
dancer,  Lully  joined  with  Moliere  to  produce 
a  series  of  comedie-ballets  which  were  per- 
formed at  the  royal  chateaux  and  in  Paris, 
beginning  with  l^e  mariage  force  (1664)  and 
ending  with  /w  bourgeois  gentilhomme  (1670). 
Lully  contributed  what  were  ultimately  minia- 
ture operas,  interrelated  and  interleaved  with 
the  acts  of  Moliere's  satirical  comedies,  and 
just  as  Lully's  ballet  intermedes  usurped  the 
place  of  Italian  opera,  so  too,  gradually,  did  his 
operatic  intermedes  command  the  prominence 
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originally  accorded  to  the  plays.  This  was 
especially  the  case  in  the  grands  divertissements 
royaux,  George  Dandin  (1668)  and  Les  amants 
magntfiques  (1670).  But  whereas  the  sharp 
satire  of  Moliere's  comedies  often  trod  danger- 
ously near  royal  toes.  Lully  created  an  enter- 
tainment uniquely  suited  to  the  sycophantic 
taste  of  the  French  court  (see  Plate  4). 

When  in  1672  Pierre  Perrin  failed  in  his 
efforts  to  establish  financially  secure  academies 
d 'opera,  Lully  stepped  in  with  royal  backing 
and  bought  him  out.  A  series  of  highly  restric- 
tive royal  patents  enabled  him  to  gain  a  mono- 
poly on  the  use  of  music  on  the  French  stage. 
The  king  granted  him  the  right  to  produce  for 
the  Parisian  public  the  works  first  presented 
before  him,  the  right  to  charge  admission 
(even  to  titled  persons  and  royal  household 
officers)  and  the  ownership  of  his  airs  (the 
right  to  publish  them).  Lully  also  persuaded 
the  king  to  issue  an  ordinance  limiting  the 
number  of  singers  and  instrumentalists  that 
could  perform  with  other  Parisian  theatre 
troupes.  Moliere  was  the  first  to  suffer,  and 
upon  his  death  a  year  later  Fully  took  over  his 
theatre  at  the  Palais  Royal,  unceremoniously 
turning  out  his  troupe  (the  future  Comcdie 
Francaise). 

By  that  time  Lully  was  already  collaborating 
with  Philippe  Quinault  in  producing  tragedies 
lyriques  on  a  grand  scale,  employing  the 
machinist  and  architect  Carlo  Vigarani  and 
the  maitre  de  danse  Pierre  de  Beauchamp.  The 
king  provided  him  with  3,000  lu  res  to  convert 
Moliere's  theatre  into  the  Academic  Royalc  de 
Musique.  From  1673  until  his  death  (except- 
ing only  1679  and  1681)  Fully  and  Quinault 
produced  an  opera  every  year.  Le  Cerf 
describes  in  detail  their  working  methods 
and  the  autocratic  manner  in  which  Lully 
governed  every  aspect  of  the  Academic  Strict 
discipline  meted  out  to  the  orchestra  was 
equally  applied  to  the  singers  and  technicians. 
The  Academie  was  efficiently  and  profitably 
run.  Lully  was  the  first  to  benefit  and,  being 
a  shrewd  businessman,  he  made  the  most  o( 
his  wealth,  investing  it  and  diversifying.  The 
king  granted  him  letters  of  nobility,  and  in 
1681  Lully  triumphantly  acquired  one  of  the 
coveted  offices  of  secretaire  du  roi. 

Tragedie  lyrique  grew  logically  out  of  ballet 
de  cour  and  comedie-ballet  (though  Lully 
stopped  incorporating  comic  scenes  after  his 
third  opera,  Thesee  (1675).  Armed  with  the 
lessons  of  these  genres,  he  set  out  to  create  a 
musical  counterpart  to  the  great  spoken  trag- 
edies of  his  day.  He  adhered  to  as  many  of  the 
unities  of  French  drama  as  possible.  Proper 


declamation  of  text  was  placed  above  all 
musical  considerations,  recitatives  were  by 
necessity  multimetrical  and  choral  textures 
universally  homophonic.  As  in  all  other  per- 
formances in  which  Lully  had  a  hand,  pre- 
cision of  instrumental  and  vocal  ensembles 
was  de  rigueur. 

Operas  were  preceded  by  prologues,  which 
are  in  fact  allegorical  newsrcels,  interpreting 
events  of  the  reign,  while  the  operas  them- 
selves make  contemporary  analogies,  fol- 
lowing the  tradition  of  the  ballets  de  cour. 
Moral  attitudes  are  proffered  in  dialogues  such 
as  that  between  Love  and  Glory  in  Alceste 
(1674);  in  the  prologue  to  Proserpine  (1680) 
Discord  is  violently  plunged  into  an  abyss. 
While  the  king  was  always  symbolized  by  the 
heroic  characters,  his  mistress  Mme  de  Mon- 
tcspan  fared  less  well:  Quinault  was  given 
mandatory  leave  after  unflatteringly  por- 
traying her  as  the  jealous  Juno  in  I  sis  (1677). 
Never  at  a  loss,  Lully  arranged  to  collaborate 
with  Thomas  Corneille  and  Fontenelle  on  his 
very  successful  tragedie  lyrique,  Bellerophon 
(1679).  In  due  course  Lully  requested  that 
Quinault  be  reinstated,  and  it  was  as  much  a 
mark  of  the  royal  favour  in  which  I  ,ully  was 
held  as  indicative  of  the  declining  power  of 
the  lady  (who  was  shortly  to  be  permanently 
displaced  by  Mme  de  Maintenon)  that  Qui- 
nault regained  his  post  and  dared  to  satirize 
Mme  de  Montcspan  again  in  Proserpine  and 
Persee  (1682). 

Lully  capitalized  upon  the  technical 
resources  of  the  Academic  to  create  moments 
of  great  spectacle:  military  battles  in  Cadmus 
et  Hermtone(\t>7T,),  Thesee  (1675),  Bellerophon 
and  Amadis  (1684);  the  funeral  corteges  of 
Alceste  (1674),  Psyche  (1678)  and  Amadis;  the 
wedding  divertissement  of  Roland  (1685);  and 
magical  transformations,  such  as  in  Phaeton 
(1683),  when  Neptune  turns  into  a  lion  after 
emerging  from  the  sea,  and  the  apparition  of 
the  ghost  in  Amadis.  Just  as  memorable  are 
the  powerful  monologues  of  Atys  (1676)  and 
Armide  (1686),  which  depended  upon  the 
superlative  acting  of  such  singers  as  Marthe 
Le  Rochois. 

Lully's  success  was  deeply  resented  in  many 
quarters.  He  was  the  object  of  bitter  satire  (in 
verse,  song  and  theatrical  parody)  and  embar- 
rassing innuendo  about  his  homosexual  activi- 
ties. Some  of  his  critics  were  incensed  that  an 
Italian  should  have  gained  such  a  powerful 
position  and  then  been  extolled  as  the  father 
of  French  music.  Others,  suffering  under  his 
oppressive  restrictions,  despaired  of  gaining 
opportunities  to  compose  and  have  stage 
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music  performed.  The  Mercure  galant  decried 
the  fact  that  Parisians  were  offered  but  one 
opera  each  year.  So  tight  was  his  grip,  so  self- 
serving  his  outlook  that,  after  his  death  in 
1687  from  gangrene,  his  successors  were  ill- 
prepared  to  assume  his  mantle.  That  vacuum 
in  turn  created  an  artistic  crisis  that  would 
not  be  fully  resolved  until  Rameau  produced 
Hippolyte  et  Aricie  in  1733.  In  the  interim,  the 
flamboyant  Italian  style  Lully  had  sought  to 
ban  from  court  music  gained  a  foothold  in 
sacred  and  chamber  music  genres,  while  his 
operas  continued  to  dominate  the  Academic 
offerings  to  the  extent  that  new  works, 
however  well  tailored  to  Lully's  pattern,  were 
poorly  received. 

Although  never  associated  with  the  Chap- 
elle  Royale,  Lully  took  pains  to  become  a 
dominating  force  there,  especially  after  the 
king's  marriage  to  the  pious  Mme  de  Main- 
tenon  in  1683.  It  was  he  who  proposed  the 
1683  competition  to  determine  the  four  sous- 
maitres  of  the  Chapclle  Royale  and  then  very 
probably  influenced  the  outcome  by  impeding 
the  candidature  of  Paolo  Lorenzani  and 
Charpentier.  Lully's  own  grands  motets  were 
included  with  those  of  Henry  Du  Mont  and 
Pierre  Robert  in  a  sumptuous  folio  edition, 
printed  by  royal  command,  1684-6.  The  Mis- 
erere met  Deus  ( 1 664)  was  a  particular  favourite 
of  the  king's.  Lully's  petits  motets  were  com- 
posed for  a  Paris  convent.  Early  in  1687  he 
fatally  injured  himself  while  conducting  a  Te 
Deum  in  celebration  of  the  king's  recovery 
from  illness. 

In  all  his  major  works  Lully  sought  to  gain 
royal  approbation  through  flattery  on  the 
grandest  scale.  The  predilections  of  the  king 
were  catered  for,  his  views  on  subjects  care- 
fully incorporated,  the  events  of  his  reign  pre- 
sented in  a  favourable  light,  his  own  person 
endlessly  allegorized,  his  wisdom  and  mercy 
equated  with  that  of  God.  The  precision  with 
which  music  and  dance  were  executed,  the 
sumptuousness  of  the  productions  -  the  lavish 
sets,  ingenious  machinery  and  exquisite  cos- 
tumes -  and  the  large  vocal  and  orchestral 
forces  {petits  and  grands  choeurs)  employed 
were  unfeasible  elsewhere  in  Europe  and  thus 
the  envy  of  every  court.  The  import  of  the 
text  always  took  precedence  over  the  music. 
The  tone  of  the  texts,  particularly  those  by 
Benserade  and  Quinault,  was  carefully  struck 
to  maximize  the  panegyric  effect  of  a  ballet  or 
an  opera.  Similarly,  the  texts  of  the  grands 
motets  reinforced  the  image  of  French  royal 
absolutism. 

No  Lully  autograph  manuscripts  have  been 
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authenticated,  although  many  manuscripts 
date  from  his  lifetime  and  just  after.  He  was 
the  first  French  musician  to  be  formally  eulo- 
gized (by  Charles  Perrault)  and  was  a  pivotal 
figure  in  Titon  du  Tillet's  'Le  Parnasse  Fran- 
cois' (1727-60).  Many  French  composers 
wrote  tombeaux  in  his  memory;  in  Couperin's 
programmatic  Concert  instrumental  sous  le  litre 
d'Apotheose  compose  a  la  memoire  immortelle  de 
r  incomparable  Monsieur  de  Lully  (1725) 
listeners  follow  Lully's  ascent  to  Parnassus 
and  his  meeting  with  Corelli,  after  which  a 
reconciliation  of  French  and  Italian  styles  is 
effected. 

Madonis,  Luigi.  See  Italy  4  Venice. 

Marais,  Marin  (1656-1728).  Bass  viol  player 
at  court,  composer  and  teacher  who  brought 
solo  viol  playing  to  its  most  idiomatic  and 
refined  state.  Marais  reached  the  highest  ranks 
of  the  musique  de  chambre  and  was  warmly 
treated  by  the  king.  Titon  du  Tillct  compiled 
his  biography,  including  many  intimate  and 
charming  anecdotes,  and  accorded  him  a  med- 
allion on  his  'Parnasse  Francois'.  As  a  young 
man  Marais  had  gained  the  attention  of  Lully, 
under  whom  he  served  as  an  apprentice  and 
conductor  of  the  Academie  before  producing 
four  of  his  own  tragedies  lyriques.  Alcyone 
(1706)  -  because  of  its  effective  tempest 
scene  -  was  particularly  influential  and 
merited  four  revivals  in  the  course  of  the  18th 
century. 

Marais  was  an  immaculate  and  expressive 
player  who  understood  his  instrument  well. 
He  brought  a  degree  of  precision  to  the 
notation  of  his  more  than  500  pieces  de  violes  - 
replete  with  fingering,  bowing  and  orna- 
mentation -  that  set  a  standard  for  all  viol 
players.  His  approach  to  the  instrument  is 
discussed  at  length  in  Jean  Rousseau's  Traite 
de  la  viole  (1687)  and  in  Hubert  Le  Blanc's 
polemical  Defense  de  la  basse  de  viole  (1740). 
In  1686  he  became  the  first  in  France  to 
publish  pieces  for  viol  and  continuo  and  in 
1692  the  first  to  publish  pieces  en  trio.  He 
published  five  books  of  pieces  de  violes  in  all, 
including  works  for  two  and  three  viols.  In 
addition  to  dance  movements  grouped  in 
suites,  they  contain  tombeaux  (for  his  mentors 
Meliton,  Lully  and  Sainte-Colombc),  plaintes 
and  a  rich  variety  of  pieces  de  caractere:  v  ari- 
ations on  'La  Folia'  ( 1 701),  an  evocation  of  La 
guitare  (171 1),  an  amusing  Suite  d'un  gout 
etr  anger  (171 7)  and  the  outlandish  Tableau 
de  T operation  de  la  taille  (1725).  In  1723  he 
published  a  collection  of  three  extended 
chamber  works  for  violin,  bass  viol  and  con- 
tinuo. 
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His  style  of  playing  and  composition 
sharply  contrasted  with  that  of  his  younger 
contemporary  Antoinc  Forqueray.  Lc  Blanc 
likened  them  to  an  angel  and  a  devil.  Both  were 
acknowledged  virtuosos:  Marais  perfected  the 
French  style  -  miniaturist  and  refined  -  while 
Forqueray  cultivated  a  hrashly  emotional  ital- 
ianatc  style.  Both  served  Louis  XIV  and  for  a 
time  were  associated  with  the  Elector  of 
Bavaria  while  he  was  governor  of  the  Spanish 
Netherlands.  However,  one  belonged  to  the 
old  guard,  the  other  to  the  avant-garde. 

Several  of  Marais'  10  children  became 
accomplished  viol  players:  Roland  (b  1680) 
was  a  member  of  the  Academic  orchestra  and 
published  two  collections  of  pieces  de  violes 
('735*  l73^);  Vincent  succeeded  his  father 
at  court.  In  addition  to  the  likeness  on  the 
medallion  reproduced  in  Titon  du  Tillct's  Le 
Parnasse  Francois  (17 32),  Marais'  portrait  was 
painted  and  later  engraved  by  Andre  Boiiys; 
he  is  also  among  the  musicians  in  the  well- 
known  group  portrait  by  Robert  Tournieres 
(London,  National  Gallery;  see  Plate  6). 
Mara/zoli,  Marco.  See  Italy  7  Papal  States: 
Rome. 

Marchand,  Louis  (1660  1732).  Virtuoso 
harpsichordist  and  organist.  Marchand  took 
Paris  by  storm  when  he  arrived  from  I  ,yons. 
His  prowess  as  an  organist  quickly  brought 
him  posts  in  a  succession  of  churches,  where 
his  playing  always  assured  a  large  crowd.  He 
served  briefly  as  an  organiste  du  roi,  resigning 
in  17 1 3  in  order  to  tour  abroad.  On  tour  in 
Germany  in  17 17  he  abruptly  quit  Dresden  to 
avoid  taking  part  in  a  competition  with  J.S. 
Bach.  At  home  his  playing  was  praised  by 
Rameau,  Titon  du  'Lillet  and  D'Aquin  de 
Chateau-Lyon.  But  he  was  (by  several 
accounts)  a  difficult  person  unreliable, 
violent  and  maledictory.  Of  his  small  musical 
legacy  (which  included  a  few  airs  and 
cantatas),  only  two  harpsichord  suites  (1702) 
were  published. 

Mascitti,  Michclc  (1663/4-1760).  Neapolitan 
violinist  and  composer  who  worked  in  France. 
Mascitti  travelled  extensively  in  Europe 
before  settling  in  1704  in  Paris,  where  he 
quickly  established  himself  as  an  exponent  of 
the  Corellian  style  and  accordingly  was  offered 
and  accepted  a  place  among  the  distinguished 
musicians  employed  by  the  italophile  Duke  of 
Orleans.  He  wasted  little  time  in  issuing  his 
first  collection  of  chamber  music  ( 1 704),  which 
he  followed  at  greater  leisure  with  a  further 
eight  collections  of  duo  and  trio  sonatas  and 
concertos  (the  string  concertos  of  1727  were 
the  first  to  be  published  by  a  composer  in 


France);  several  were  reprinted  many  times  in 
the  Low  Countries  and  England.  He  was  a 
popular  figure  about  Paris  and  was  known  by 
his  Christian  name.  After  the  duke's  death  he 
became  associated  with  the  Crozats,  a  promi- 
nent bourgeois  Parisian  family,  and  lived  at 
the  home  of  Pierre  Crozat,  a  powerful  financier 
well  known  as  a  champion  of  Italian  music. 
Mascitti  was  naturalized  in  1739  and  the  fol- 
lowing year  chose  to  marry  and  retire. 

Masson,  Charles  {ft  1680  1700).  Church 
musician  and  the  author  of  the  most  important 
treatise  on  composition  before  Rameau,  the 
\ouveau  traite(  1694);  in  it  he  illustrated  major 
and  minor  modes,  vocal  counterpoint  and  the 
role  of  figured  bass  in  accompaniment,  with 
examples  from  Lully. 

Matho,  Jean-Baptiste  (41660-1746).  Singer 
and  maitre  de  musique  at  court,  and  the  only 
notable  Breton  composer  of  the  era.  Matho 
held  royal  posts  from  1684  and  although  he 
was  a  skilful  composer  of  ballets  and  diver- 
tissements his  only  opera,  Arion  (1714),  failed. 
In  1734  he  and  J.-N.-P.  Royer  were  jointly 
made  maitre  de  musique  des  enfans  de  France. 

Mauduit,  Jacques  (1557- 1627).  The  last  sur- 
viving member  of  Bait's  Academic  de  Pocsic 
et  de  Musique,  a  composer  of  musique  mesuree 
and  the  leading  conductor  of  his  day,  respon- 
sible for  introducing  the  viol  consort  in 
France.  According  to  Mcrscnnc,  Mauduit  was 
an  aristocrat,  well  educated  in  languages 
though  self-taught  in  music,  who  held  a  court 
post  as  secretaire  du  roi.  During  the  Siege  of 
Paris  in  1589  and  1590  he  played  a  vital  role 
in  protecting  the  interests  of  the  Academie 
and  later  organized  their  concerts  and  meet- 
ings. He  published  very  little  of  his  music, 
which  included  four-voice  chansonettes  mesu- 
rees,  airs,  psaumes  mesures  and  instrumental 
fantasias.  He  composed  an  ode  mesuree  to 
celebrate  Louis  XIII's  return  from  Brittany 
in  1614,  requiring  the  services  of  135  singers, 
lutenists  and  viol  players.  Three  years  later  he 
conducted  La  delivrance  de  Renaud,  a  ballet 
with  music  by  Mauduit,  Pierre  Uuedron,  his 
son-in-law  Antoine  de  Boesset  and  Gabriel 
Bataillc  which  was  performed  by  92  singers 
and  45  instrumentalists. 

Maugars,  Andre  (c  1580-^1645).  Viol  player, 
ecclesiastic  and  diplomat  whose  'Response 
faite  a  un  curieux  sur  le  sentiment  de  la 
musique  dTtalie',  written  from  Rome  in 
October  1 639,  became  the  first  in  a  long  series 
of  written  comparisons  between  performing 
practices  in  Italy  and  France.  Earlier  in  his 
career  Maugars  spent  four  years  at  the  court 
of  James  I,  where  he  came  into  contact  with 
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the  great  viol  player  Alfonso  Fcrrabosco  the 
elder.  Upon  his  return  to  Paris  Maugars  capi- 
talized on  his  command  of  English  by  taking 
up  a  post  as  interpreter  under  Cardinal  Riche- 
lieu and  publishing  in  1624  a  French  trans- 
lation of  Francis  Bacon's  Advancement  of 
Learning  (1605).  He  left  the  French  court  in 
1630  to  become  prior  of  St  Pierre  Eynac,  near 
Puy,  where  he  continued  to  translate  the  works 
of  Bacon.  In  spite  of  Maugars'  absence  from 
Paris,  Mersenne  praised  his  viol  playing  in  his 
Harmonicorum  libri  (which  appeared  in  1635). 
By  1638  Maugars  was  in  Rome,  where  he  met 
and  heard  the  finest  Italian  musicians  of  the 
day. 

Maupin  ( 1670-1 707).  Soprano  and  comedienne, 
the  daughter  of  Sieur  d'Aubigny  (secretary  to 
the  Count  of  Armagnac).  She  sang  in  the 
revivals  of  Lully  operas,  as  well  as  new  pro- 
ductions with  music  by  Collasse,  Dcstouches 
and  Campra,  presented  in  Paris  and  at  Ver- 
sailles by  the  Academie  Royale  de  Musique 
between  1690  and  1705.  Maupin's  most 
important  roles  include  Medea  in  Bouvard's 
Medus,  Roi  des  Medes  (1702),  in  which  she 
replaced  Mile  Desmatins  at  short  notice,  and 
Clorinda  in  Campra's  Tancrede  (1702),  which 
he  is  said  to  have  composed  specially  for  her. 

Renowned  for  her  beauty  as  well  as  her 
voice  (the  Marquis  of  Dangeau  swore  she  had 
the  most  beautiful  voice  in  the  world),  Maupin 
led  a  colourful  life  as  both  the  mistress  of  men 
such  as  the  Elector  of  Bavaria  and  a  lesbian 
who  was  fond  of  dressing  as  a  man  and  duel- 
ling -  a  sport  which  she  pursued  with  skill 
and  nerve,  leaving  at  least  three  men  dead. 
Following  an  unsuccessful  love  affair  with  the 
soprano  Fanchon  Moreau,  Maupin  attempted 
suicide;  then,  after  her  performances  in 
Michel  de  La  Barre's  La  vemtienne  (1705), 
she  apparently  retired  to  Provence  with  her 
husband. 

Mauro.  See  Italy  4  Venice. 

Mazarin,  Cardinal  Jules  [Mazzarini,  Giulio 
Raimondo]  (1602-61).  Italian  cardinal  who 
became  a  naturalized  French  citizen  and  the 
first  minister  during  the  regency  of  Anne  of 
Austria;  in  that  capacity  he  attempted  to  estab- 
lish Italian  opera  in  France.  Mazarin  arrived 
in  Paris  in  1634,  carrying  the  portfolio  of  papal 
nuncio,  and  stayed  on  to  assist  Cardinal  Riche- 
lieu in  his  capacity  as  first  minister.  Mazarin 
developed  a  close  relationship  with  the  queen, 
and  when  Louis  XIII  died  he  effectively  took 
over  the  reins  of  state. 

Wealthy,  his  power  assured,  he  set  about 
establishing  Italian  opera  in  1643  by  importing 
the  most  prestigious  Italians:  first  the  com- 


poser  Marco  Marazzoli,  then  the  soprano 
Leonora  Baroni  and  the  castrato  Atto  Melani, 
the  machinist  Giacomo  Torelli  and  the  com- 
poser Luigi  Rossi.  The  glittering  1647  pro- 
duction of  Rossi's  Orfeo  gave  Mazarin's 
jealous  opponents  in  Parlement  the  opening 
they  needed  to  foment  rebellion.  In  satirical 
mazannades  they  insinuated  that  the  excesses 
of  a  single  opera  production  contributed  to  the 
admittedly  poor  state  of  the  French  economy. 
Within  a  year  not  only  were  the  Italians  ban- 
ished, but  the  young  Louis  XIV,  the  regent 
and  her  chief  minister  were  forced  to  seek 
exile  in  the  suburbs  of  Paris.  No  sooner  had 
Mazarin  regained  control  of  the  government 
in  1653  than  plans  for  a  production  of  Cap- 
roli's  Le  nozze  di  Peleo  et  di  Teti  (1654)  were 
under  way.  But,  in  spite  of  the  French  ballets 
inserted  between  the  opera's  acts,  Caproli's 
production  failed  to  change  public  opinion. 

Mazarin's  final  efforts  were  lavished  on  the 
1660  wedding  celebrations  for  Louis  XIV. 
From  Cavalli,  the  most  famous  opera  com- 
poser of  the  day,  he  commissioned  Ercole 
amante,  though  neither  the  opera  nor  the 
theatre  des  machines  was  ready  on  time. 
Instead,  Cavalli's  Xerse  was  performed,  and 
Ercole  amante,  replete  with  ballets  by  Lully, 
was  given  later  (1662),  though  too  late  for  the 
cardinal's  own  pleasure. 

Melani.  See  Italy  10  Itinerant  Musicians. 

Menestrier,  Claude-Francois  (1631-1705). 
Jesuit  and  author  of  Des  representations  en 
musique  anciennes  et  modernes  (1681).  In  the 
late  1660s  the  Lyons-born  Menestrier  trav- 
elled to  Italy,  Germany,  the  Low  Countries 
and  England,  before  settling  in  Paris.  In  Des 
representations  and  his  other  writings  on  ballet 
and  the  history  of  ceremonies  and  public  fes- 
tivals, he  gives  detailed  descriptions  of  per- 
formances of  Italian  operas  and  French 
ballets,  as  well  as  of  the  use  of  music  at  tour- 
naments, carousels  and  other  public  spec- 
tacles. 

Mersenne,  Marin  (1 588-1648).  Well- 
travelled  priest,  mathematician,  music  theorist 
and  important  French  writer.  Though  not  a 
practical  musician,  Mersenne  applied  his  skill 
in  mathematics  and  physics  to  music.  Of  his 
24  published  works  six  are  devoted  entirely  or 
mainly  to  music.  Harmonic  Universale  (1636— 
7)  is  best  known  to  musicians  for  its  classi- 
fication of  instruments.  He  contributed  most 
to  the  study  of  acoustics,  defining  the  nature 
of  sound,  observing  vibrating  strings  and 
columns,  and  formulating  theories  regarding 
partial  harmonics,  echo  and  resonance.  He 
wrote  on  the  nature  of  consonance  and  dis- 
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sonance,  and  on  tuning  and  temperament,  and 
voiced  opinions  on  national  styles  of  per- 
formance and  pedagogical  techniques. 

Minoret,  Guillaume  (c  1650-17 17).  Parisian 
maitre  de  musique  and  composer  of  motets. 
Minoret  served  at  Orleans  Cathedral  before 
taking  up  a  post  at  St  Germain  l'Auxcrrois  in 
Paris  in  1679.  In  1683  Minoret  was  among  the 
four  winners  of  the  sous-maitres  competition 
held  by  Louis  XIV.  He  retired  from  royal 
service  in  17 14,  having  exerted  a  much  more 
modest  influence  than  his  more  forward- 
looking  colleague  Laiande. 

Moliere  [Poquelin,  Jean-Baptiste]  (1622-73). 
Brilliant  actor  and  playwright  who  col- 
laborated on  comedie-ballets  with  Lully  and 
Charpentier.  Lully  attached  himself  to 
Moliere  soon  after  Mazarin's  death  (1661), 
aware  that  such  an  association  with  an  actor 
so  popular  at  court  could  further  his  own 
prospects.  For  Moliere's  part,  the  addition  of 
music  and  ballet  -  so  close  to  the  king's  heart  - 
could  only  enhance  his  comedies,  especially  if 
they  could  be  interrelated.  In  the  beginning, 
drama  took  precedence  over  music  and  dance, 
as  in  Le  manage  force  and  La  princesse  d  Elide, 
produced  for  the  outdoor  festivities  at  Ver- 
sailles in  1664.  As  time  went  on  the  col- 
laboration equalized,  foreshadowing  the  opera 
comique  of  a  century  later.  But  the  ambitious 
Lully  gradually  contrived  to  extend  the  inter- 
mides  until  they  overpowered  the  drama,  as 
seen  in  Les  amants  magnifiques  and  Le  bourgeois 
gentilhomme  (1670). 

Their  last  joint  production,  Psyche  (1671), 
a  tragi  die-ballet,  became  for  Lully  a  draft  for 
the  1678  tragedie  lyrique  of  the  same  name,  on 
which  occasion  he  collaborated  with  Thomas 
Corneille  and  Fontenelle.  His  own  status 
assured,  Lully  terminated  the  collaboration 
with  Moliere  and,  playing  upon  his  greater 
influence  with  the  king,  gradually  made  it 
impossible  for  Moliere  to  carry  on  as  before. 
Moliere  turned  to  Charpentier:  together  they 
revised  three  of  the  old  comidie-ballets  to 
conform  with  the  new  restrictions  and  then 
collaborated  on  Li  malade  imagmaire  (1673), 
in  which  Moliere  played  the  title  role;  during 
the  fourth  performance  he  ruptured  a  blood 
vessel  in  a  fit  of  coughing  and  died. 

Mollier  [Moliere],  Louis  de  (c  161 5-1688). 
Court  dancer,  poet  (contemporary  with  the 
dramatist  Moliere),  lutenist,  lute  teacher  and 
composer.  Mollier  became  attached  to  the 
court  in  1644  as  a  lutenist  and  dancer.  He 
accompanied  singers  in  both  the  chapel  and 
the  chamber  and  taught  Louis  XIV  ;  he  danced 
alongside  Lully  and  the  young  king  in  almost 


every  ballet  de  cour  performed  between  1644 
and  1665.  He  wrote  texts  and  music  for  at 
least  four  ballets  and  the  music  for  two  operas 

(now  lost)  —  Les  amours  de  Cephale  et  d'  Aurore 
(1677)  and  Andromide  (1678)  -  before  he  (like 
the  other  Moliere)  was  squeezed  out  by  Lully 's 
monopoly.  The  Mercure  galant  (November 
1678)  carried  a  review  of  the  performance  of 
Andromide  (in  which  the  young  Elisabeth- 
Claude  Jacquet  fde  la  Guerre)  accompanied 
on  the  harpsichord),  mentioning  that  places  at 
a  series  of  concerts  chez  Mollier  were  much 
in  demand.  His  daughter  Marie-Blanche 
(1644- 1733)  was  a  famous  court  singer  and 
dancer. 

Mondonville,  Jean-Joseph  Cassanea  de 
(171 1-72).  Languedoc  violinist,  composer  and 
conductor.  Like  Campra  before  him,  Mon- 
donville successfully  pursued  careers  in  sacred 
and  secular  music,  at  Versailles  and  in  Paris. 
From  1 734  he  was  much  in  demand  as  a  violin- 
ist at  the  Concert  Spirituel,  where  he  per- 
formed alone  and  with  Michel  Blavct,  Jean- 
Pierre  Guignon  and  Marie  Fel;  in  1739  he 
delighted  audiences  with  sonatas  appro- 
priately entitled  Les  sons  harmoniques  (1738). 
He  became  part  of  the  circle  around  La  Pou- 
pliniere  where  he  met  his  wife,  the  gifted 
harpsichordist  Anne-Jeanne  Boucon  (once  a 
pupil  of  Rameau).  At  court  he  quickly  rose 
from  posts  as  violinist  of  the  chapel  and 
chamber  to  sous-maitre  in  1740  and,  four  years 
later,  intendant. 

Simultaneously  Mondonville  was  making 
his  way  as  a  composer  and  conductor.  He 
published  collections  for  accompanied  harp- 
sichord -  the  sonates  with  violin  (1734)  and 
the  Piices  de  clavecin  avec  votx  ou  violon 
(1748)  -  which  are  his  best-known  music 
today.  He  led  the  opera  orchestra  at  the 
Concert  de  Lille  (from  late  1734  until  1737). 
He  composed  grands  motets  for  the  Concert 
Spirituel  and  operas  for  the  Academie  in  Paris 
and  Mme  de  Pompadour's  Theatre  des  Petits- 
Cabincts  at  Versailles.  Among  his  grands 
motets,  the  Jubilate  Deo  (1734),  V'entte  exul- 
temus  and  Nisi  Dominus  (both  1743)  were  per- 
formed annually  over  several  decades. 
Mondonville's  most  popular  theatre  pieces  for 
the  Opera  were  his  ballet-heroique,  l<e  Car- 
naval  du  Parnasse  (1749),  and  opera  Titon  et 
F Aurore  (1753).  The  libretto  for  his  opera 
Daphnis  et  Alcimadure  (1754)  incorporates 
Gascon  dialect. 

Monteclair,  Michel  Pignolet  de  (1667 
1737).  Versatile  musician,  composer,  theorist 
and  teacher.  Monteclair  belonged  to  the  gen- 
eration of  composers  active  during  the  period 
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between  Lully  and  Rameau.  In  the  early  1690s 
he  travelled  to  Italy,  returning  to  Paris  by 
1695  when  he  published  the  cantata-like  Adieu 
de  Tims  a  Climene  in  the  October  issue  of 
Ballard's  Recueil  d'airs  serieux  et  a  boire. 

With  Giuseppe  Fedeli  he  is  credited  with 
the  introduction  of  the  double  bass  into  the 
Academie  Royale  de  Musique  (^1701).  Mon- 
teclair  held  a  post  as  basse  de  violon  in  the  petit 
choeur  of  the  opera  orchestra  from  1699  to 
1737.  During  that  time  he  produced  three 
books  of  imaginatively  crafted  cantatas,  an 
important  opera-ballet,  Les  festes  d'ete  (1716), 
and  an  opera,  Jephte  (1732),  as  well  as  several 
important  treatises.  His  Methode  facile  pour 
apprendre  a  jouer  du  violon  (1711-12)  was  the 
first  of  its  kind  to  be  published  in  France,  and 
his  Principes  de  musique  (1736)  is  one  of  the 
most  important  sources  of  French  vocal  orna- 
mentation of  the  early  18th  century.  He  taught 
the  daughters  of  Couperin  and  carried  on  a 
debate  (1729-30)  with  Rameau  in  the  pages  of 
the  Mercure  de  France.  The  music  shop  he 
founded  in  Paris  with  his  nephew  Francois 
Boivin  became  an  important  outlet  for 
chamber  music. 
Moreau,  Jean-Baptiste  (1 656-1 733).  Com- 
poser, author  of  a  lost  treatise  (L'art  melodique) 
and  teacher;  he  taught  composition  to  Mon- 
teclair,  Clerambault  and  Dandrieu  and  singing 
to  his  daughter  Marie-Claude,  Marguerite- 
Louise  Couperin  and  the  Dandrieu  daughters. 
Moreau  came  to  Paris  after  holding  posts  as 
ntaitre  de  musique  at  the  cathedrals  of  Langres 
and  Dijon.  Eager  to  become  known  at  court, 
he  composed  a  Te  Deum  and  got  it  performed 
in  1687  to  celebrate  the  recovery  of  the  king 
from  illness.  He  further  resorted  to  just  the 
sort  of  audacious  behaviour  (a  minor  act  of 
impropriety  towards  a  lady  of  the  court)  for 
which  Louis  XIV  used  to  reward  Lully  -  to 
the  astonishment  of  the  court  musicians  and 
members  of  the  court  such  as  Titon  du  Tillet, 
who  considered  him  little  more  than  a  country 
bumpkin. 

Moreau's  prize  was  a  commission  to 
compose,  at  rather  short  notice,  a  diver- 
tissement entitled  Les  bergers  de  Marly,  in  1687. 
Racine  took  a  liking  to  him  and  collaborated 
on  Esther  (1689)  and  Athalie  (1691)  for  the 
girls  at  St  Cyr;  Moreau  was  also  one  of  those 
who  set  Racine's  Cantiques  spintuelles  (1695). 
But  by  the  time  the  Cantiques  had  appeared 
Moreau  was  already  in  disgrace,  having 
incurred  the  disapproval  of  Mmc  de  Main- 
tenon  by  composing  a  divertissement,  Zaire, 
around  the  licentious  verses  of  Laincz.  He  was 
banished  to  Languedoc  as  the  surtntendant  de 
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musique,  though  he  soon  sold  the  benefice  and 
returned  to  Paris  a  wealthy  man.  Thereafter 
he  confined  himself  to  teaching  at  St  Sulpice. 

Morin,  Jean-Baptiste  (1677- 1754).  Com- 
poser of  cantatas.  Morin  was  one  of  a  group 
of  composers,  among  them  J.-B.  Stuck  and 
Campra,  in  the  service  of  the  italophile  Duke 
of  Orleans  at  the  turn  of  the  century.  In  1706 
he  became  the  first  to  publish  a  collection  of 
cantatas;  he  subsequently  published  two  more 
(1707,  1712),  in  which  he  consciously  com- 
bined French  melodies  with  Italian  harmonic 
and  rhythmic  vitality  to  create  his  own  syn- 
thesis of  the  two  styles. 

Moulinie,  £tienne  (Yiooo-after  1669).  Lan- 
guedoc composer  who  in  1628  became  the 
maitre  de  musique  of  Louis  XIII's  brother, 
Gaston  of  Orleans.  Moulinie  served  the  duke 
until  his  death  in  1660,  when  he  returned  to 
Languedoc.  During  his  tenure  in  Paris  he 
composed  motets,  airs  de  cour  (sometimes 
using  Italian  and  even  Spanish  texts),  ballet 
music  and  pieces  a" occasion. 

Mouret,  Jean-Joseph  (1682-1738).  Pro- 
vencal singer  who  became  the  most  popular 
composer  of  the  regency  and  known  posthum- 
ously as  the  'musicien  des  graces'.  Within  a 
short  time  of  arriving  in  Paris  from  Avignon 
in  1707  Mouret  showed  himself  to  be  not  only 
a  gifted  composer  but  also  an  able  admin- 
istrator. The  Duchess  of  Maine  made  him 
surintendant  of  music  at  Sceaux,  where  he  was 
responsible  for  the  musical  contributions  to 
the  16  elite  'Grandes  Nuits'  of  17 14- 15.  Mou- 
ret's  Le  manage  de  Ragonde  et  de  Colin  (1714; 
text  by  Nericault  Destouches)  broke  new 
ground  as  the  first  true  lyric  comedy,  over  30 
years  before  Rameau's  Platee. 

Also  in  1714  he  became  formally  associated 
with  the  Academie  Royale  de  Musique  as  a 
conductor  and  composer;  his  tragedies  lyriques 
failed  miserably,  while  his  ballet-hero'iques  - 
including  Les  amours  des  Dieux  (1727;  text 
by  Fuzelier),  in  which  La  Camargo  danced  a 
much  acclaimed  solo,  and  Le  triomphe  des  sens 
(1732;  text  by  Roy)  -  succeeded  brilliantly.  In 
1 7 17  Mouret  began  a  20-ycar  stint  with  the 
Nouveau  Theatre  Italien  at  the  Palais  Royal 
as  a  prolific  composer  of  divertissements,  which 
were  published  in  six  volumes.  He  also  con- 
tributed divertissements  to  the  Theatre  Fran- 
cais. 

Mouret  secured  a  place  at  court  by  acquir- 
ing the  post  of  chamber  singer  in  1720  and, 
upon  the  accession  of  Louis  XV  in  1722,  pro- 
vided the  music  for  the  elaborate  enter- 
tainment -  an  idealization  of  the  fair  theatres  - 
hosted  by  the  regent  at  his  Chateau  de  Villers- 
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Cottcrcts.  In  1728  Mouret  was  appointed 
artistic  director  of  the  Concert  Spirituel, 
which  provided  a  venue  for  the  performance 
of  his  motets,  cantatas,  cantatilles  and  notes  de 
symphonies.  Disappointments  in  the  late  1 730s 
led  to  his  insanity  and,  in  1738,  his  death. 

Nivcrs,  Guillaume  Gabriel  (d  17 14).  Import- 
ant Parisian  organist  and  influential  composer 
and  theorist.  Nivers  served  throughout  his 
career  as  organist  at  St  Sulpice,  gradually 
acquiring  a  series  of  court  appointments  as  one 
of  the  four  organists  of  the  Chapcllc  Royalc 
(1678),  maitre  de  musique  to  the  queen  (1681) 
and  director  of  music  at  St  Cyr  (1696).  He 
published  three  collections  of  organ  versets, 
comprehending  all  the  French  styles  and 
forms  of  the  day,  as  well  as  two  collections  of 
motets.  Unusual  for  the  time  was  his  keen 
interest  in  Gregorian  chant;  he  edited  several 
collections  and  produced  two  treatises  on  the 
subject.  His  Traitede  la  composition  de  musique 
(1667)  was  widely  circulated. 

Normand,  Marc-Roger.  See  Italy  /  Pied- 
mont-Savoy  [Normand,  Marco  RoggeroJ. 

Nyert,  Pierre  de  (4-1597- 1682).  Nobleman 
whose  interest  in  the  Italian  dramatic  vocal 
style  helped  to  establish  it  in  Paris.  A  fine 
singer  himself,  Nyert  travelled  in  1633  to 
Rome,  where  he  was  much  taken  with  the 
operas  he  heard  at  the  Barberini  palace. 
Returning  to  Paris  as  valet  to  the  king,  he 
performed  in  ballets  de  cour  and  had  an  influ- 
ence on  Benigne  de  Bacilly,  the  major  writer 
on  17th-century  French  singing. 

Opitz,  Martin.  See  Northern  EUROPE  7  Itin- 
erant Musicians. 

Ouvrard,  Rene  (1624-94).  Provincial  ecclesi- 
astic, composer  and  theorist,  whose  interests 
ranged  widely  beyond  theology  and  music  to 
the  arts  and  sciences.  He  travelled  to  Italy  in 
1655  and,  in  Rome,  came  into  contact  with 
Carissimi,  whose  music  he  admired  above  that 
of  all  others.  Originally  from  near  Tours, 
Ouvrard  was  appointed  maitre  de  musique  at 
the  Sainte  Chapelle  in  1663  after  having  held 
appointments  at  Bordeaux  Cathedral  (1657) 
and  St  Just  Cathedral,  Narbonne  (1660). 

In  Paris  Ouvrard  frequented  the  music 
circles  where  Italian  music  was  performed  and 
amassed  a  large  collection  of  Italian  music, 
which  he  freely  lent.  His  pupils  at  the  Sainte 
Chapelle  included  the  theorist  F.tienne  Loulie; 
he  would  have  known  and  admired  Char- 
pentier,  who  had  probably  studied  in  Rome 
with  Carissimi  in  the  mid  1660s.  Although  his 
own  music  is  lost,  his  writings  have  survived. 
Secret  pour  composer  en  musique  appeared  in 
1658  under  a  pseudonym  (Du  Reneau),  and 


two  further  treatises  were  published  in  the  late 
1670s.  Between  1663  and  1693  he  carried  on 
an  important  correspondence  with  a  fellow 
ecclesiastic  and  italophile,  Claude  Nicaise 
(1623- 1 701),  canon  of  the  Sainte  Chapelle, 
Dijon.  In  1679  he  returned  to  Tours  as  canon 
of  St  Gatien. 

Pasqualini,  Marc'Antonio.  See  British 
isles  /  London. 

Pecour,  Louis  Guillaume  (?  1 65 1  1729). 
Gifted  dancer,  ballet  master  and  choreo- 
grapher who  succeeded  Pierre  de  Beau- 
champ  as  ballet  master  of  the  Academic  Royalc 
de  Musique  in  1687.  Of  his  choreographies 
1 14  survive  46  social  dances  and  68  theatre 
dances. 

Pellegrin,  Simon-Joseph  (1663- 1745). 
Monk,  who  as  an  almoner  sailed  twice  with 
the  French  fleet  to  the  orient;  poet,  dramatist 
and  librettist  to  most  of  the  composers  of 
dramatic  music  during  the  first  half  of  the  18th 
century.  Thanks  to  the  intervention  of  Mme 
de  Maintenon,  Pellegrin  was  granted  a  papal 
dispensation  which  made  it  possible  for  him 
to  live  at  the  Cluny  monastery  and  work  in 
Paris  fulfilling  commissions  for  comedies  and 
tragedies.  In  gratitude  he  versified  Bible  texts, 
which  were  sung  to  the  airs  of  Lully,  Lambert 
and  Campra  by  the  girls  at  the  royal  convent 
school  at  St  Cyr.  But  it  was  said  that  he  was 
'mornings  a  Catholic,  evenings  an  idolator,  the 
altar  paid  for  his  dinner,  the  theatre  for  his 
supper',  and  ultimately  he  was  excom- 
municated by  the  Archbishop  of  Paris. 
Although  he  collaborated  with  a  long  list  of 
composers,  among  them  J.-B.  Stuck,  Campra, 
I  Ienry  Desmarets  and  F.  C.  de  Blamont,  his 
most  important  librettos  were  for  Monteclair's 
Jephte  (1732)  and  Rameau's  Hippolyte  et 
Aruie  (1733).  He  is  credited  with  instigating 
the  famous  conflict  between  the  Lullistes  and 
the  Ramistes. 

Perrin,  Pierre  (41620-1675).  Poet  and  libret- 
tist of  early  French  operas  who  founded  the 
Academic   Royale  de   Musique.   Though  a 

mediocre  poet,  ridiculed  by  Boileau  and  Saint- 
Evremond,  his  texts  were  nevertheless  set  by 
such  composers  as  Lully,  Michel  Lambert, 
Chambonnieres,  Etiennc  Moulinic  and  J.-B. 
de  Bocsset.  Until  1660  Perrin  held  an  appoint- 
ment as  tntroducteur  des  ambassadeurs  in  the 
household  of  Gaston  of  Orleans,  where  he 
made  the  acquaintance  of  several  Italian  car- 
dinals (among  them  Delia  Rovcre,  the 
ambassador  to  France)  and  became  interested 
in  Italian  opera.  He  unscrupulously  assumed 
the  title  of  Abbe  and  set  about  gaining  support 
for  operas  in  French.  I  Ic  succeeded  in  gaining 
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the  ear  of  Colbert,  Louis  XIV's  finance  minis- 
ter, who  in  1669  made  possible  the  conferment 
of  a  12-year  privilege,  in  the  form  of  Lettres 
patentes,  to  establish  'academies  d'opera'  on 
Perrin  and  the  composer  Robert  Cambert.  In 
167 1  they  produced  Pomone,  with  machines 
and  dancing,  which  received  146  perform- 
ances. In  spite  of  the  apparent  popularity  of 
the  pastorale,  the  academy  was  soon  bank- 
rupted because  of  poor  management,  landing 
Perrin  in  a  debtor's  prison.  In  1672  Lully 
offered  him  a  pension  and  enough  money  to 
discharge  his  outstanding  debts  in  return  for 
his  share  of  the  privilege.  Perrin  gratefully 
accepted. 

Pescheur,  Pierre  (d  1637-40).  Innovative 
organ  builder  credited  with  perfecting  the 
French  classical  organ.  Praised  by  Mersenne 
for  his  craftsmanship,  Pescheur  belonged  to  a 
family  of  organ  builders;  his  father,  Nicolas 
(d  1 61 6),  was  well  known  for  his  renovations. 
Of  the  modifications  Pierre  Pescheur  made  in 
1628  to  the  organ  of  St  Gervais  in  Paris,  only 
a  few  stops  remain.  The  organ  that  he  built 
for  his  own  parish  church  of  St  Etienne-du- 
Mont  (163 1 -6)  became  the  model  for  French 
organ  building  throughout  the  17th  century. 

Pczold,  Christian.  See  Northern  europf.  4 
Saxony  and  Thuringia:  Dresden. 

Philidor.  Large  French  family  of  instru- 
mentalists and  composers  prominent  in  the 
musiques  de  cour.  Of  the  many  members  of  this 
family  known  to  have  played  various  com- 
binations of  instruments  -  flute,  oboe,  crum- 
horn,  bassoon,  tromba  marina,  viol  and 
drums  -  two  made  particularly  important  con- 
tributions to  French  musical  life.  Andre 
Danican  Philidor  Paine  (/1647-1730)  was  in 
royal  service  for  60  years  as  a  member  of  the 
Ecurie,  Chapelle  and  Chamber,  and  a  com- 
poser of  opera-ballets  (performed  at  Versailles 
and  nearby  Marly,  1687- 1700).  However,  he 
is  remembered  as  the  royal  music  librarian, 
organizer  and  principal  copyist  (1 684-1 729) 
of  court  music.  The  Philidor  Collection,  in 
part  lost  and  divided  for  many  years,  now 
resides  in  the  libraries  of  Paris  and  Versailles. 

His  son  Anne  Danican  ( 1 68 1  -1 728)  showed 
early  promise  as  a  dramatic  composer,  having 
had  by  the  age  of  20  two  pastorales  and  an 
opera  performed  at  Marly.  His  greatest 
achievement  was  the  foundation  in  1725  of  the 
Concert  Spirituel  at  the  Salle  des  Suisses  of 
the  Tuileries  palace,  which  until  1790  pre- 
sented concerts  of  instrumental  and  sacred 
vocal  music  to  the  public  on  days  when  the 
Acadcmie  Royale  de  Musique  was  not  per- 
forming operas.  Anne  Danican's  half-brother 


Francois-Andre-Danican  Philidor  (1726-95) 
distinguished  himself  as  an  important  com- 
poser of  opera  comique  and  as  a  gifted  chess 
player. 

Philippe  de  Bourbon  (1674-1723).  Duke  of 
Chartrcs  and  Orleans,  nephew  of  Louis  XIV, 
Regent  of  France  (1715-23),  amateur 
musician  and  italophile.  It  was  from  Char- 
pentier  that  Philippe  de  Bourbon  gained  his 
knowledge  of  music,  not  only  French  but 
Italian.  Together  they  collaborated  on  an 
opera,  Philomele,  which  was  performed  at  the 
Palais  Royal  in  1694.  Assisted  by  C.-H. 
Gervais  and  other  members  of  his  musical 
staff,  the  duke  composed  Renaud  et  Armide 
(1705)  and  Penthee  (1705;  rev.,  1709).  He 
employed  both  French  and  Italian  musicians 
(among  them  Nicolas  Bernier,  Campra,  Fran- 
cois Duval,  C.-H.  Gervais,  Michele  Mascitti, 
J.-B.  Morin  and  J.-B.  Stuck)  and  encouraged 
the  composition  and  publication  of  cantatas 
and  violin  sonatas  in  the  Italian  style,  thereby 
fostering  a  more  cosmopolitan  French  style 
known  as  les  gouts  reiinis.  During  his  regency 
a  lighter,  gayer  music  prevailed,  echoing  the 
rococo  themes  of  the  painter  Antoine  Watteau. 

Piani,  Giovanni  Antonio  [Dcsplanes,  Jean- 
Antoinc]  (i67R-aftcr  1757).  Neapolitan 
violinist  who  worked  in  Paris  from  1704.  He 
became  principal  violinist  to  the  Count  of 
Toulouse  in  17 12;  in  that  year  he  produced  a 
collection  of  sonatas  for  violin  or  flute  which 
contain  valuable  indications  of  dynamics, 
fingering  and  bowing,  as  well  as  tempo  and 
ornamentation.  In  1721  Piani  took  up  a  place 
at  the  Viennese  imperial  court  and  was  placed 
in  charge  of  instrumental  music  by  1757. 

Quinault.  Singers  and  composers  associated 
with  the  Comedie  Francaise.  Jean-Baptiste 
Maurice  Quinault  (1 687-1 745)  possessed  a 
particular  gift  for  comedy  and  composed  at 
least  24  divertissements  and  intermedes  for  the 
Theatre  Francais  (in  whose  company  he  acted 
until  joining  the  Comedie  Francaise  in  1734). 
He  also  composed  the  music  for  a  ballet- 
heroique  performed  at  the  Paris  Opera  in  1729. 
His  sister  Marie- Anne-Catherine  (1 695-1 791) 
sang  at  the  Opera  from  1709,  moving  to  the 
Comedie  Francaise  in  1714.  Several  motets 
for  the  Chapelle  Royale  have  been  ascribed  to 
her. 

Quinault,  Philippe  (1635-88).  Parisian  poet 
and  dramatist  who  collaborated  with  Lully  on 
the  creation  of  the  tragedies  lyriques  of  the 
1670s  and  1680s.  Quinault's  gifts  as  a  writer 
were  nurtured  in  the  salons  precieux,  and  by 
the  time  he  joined  Lully  in  167 1  he  had  already 
assumed  a  place  in  the  Academie  Francaise. 
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Though  independently  wealthy,  Quinault 
welcomed  the  royal  patronage,  assured  by  the 
success  of  Lully's  production  of  Psyche,  the 
lavish  ballet  mounted  at  the  Tuilcries  early  in 
1 67 1.  Thereafter  (except  for  1677,  when  he 
made  an  extremely  unflattering  allusion  to 
Mme  de  Montespan  in  Isis,  which  cost  him 
two  years  in  the  provinces),  a  new  Quinault 
libretto  was  set  nearly  every  year  by  Lully  to 
inaugurate  the  Carnival  season.  Armtde  ( 1 686) 
was  their  most  popular  creation. 

1 1  of  his  librettos  were  tragedies  lyriques, 
based  on  classical  myths  and  legends  and  over- 
laid with  symbolism  designed  to  flatter  the 
king.  By  means  of  allegory,  Quinault  incor- 
porated in  the  prologues  official  interpret- 
ations of  recent  political  events.  Like  Lully 
and  Louis  XIV  he  believed  that  lavish  spec- 
tacles intimidated  foreign  enemies  and  use- 
fully distracted  the  French  nobility. 
Racine,  Jean  (1639-99).  Powerful  and  influ- 
ential poet  and  dramatist,  deeply  influenced  by 
Jansenism  and  classical  Greek  tragedy,  who, 
jointly  with  Nicolas  Boileau-Despreaux, 
became  Louis  XIV's  royal  historiographer  in 
1677.  Racine  and  Boileau  belonged  to  a  clique 
of  writers  that  included  the  fabulist  Jean  La 
Fontaine  and  the  comedian  Moliere,  which 
exerted  considerable  pressure  on  other  writers 
and,  in  particular,  on  the  composer  Lully. 
Racine  greatly  admired  Lully's  music  and 
wrote  of  the  Ballet  de  I  impatience  (1660)  that 
'it  is  on  the  path  of  the  heart'. 

His  first  tragedy,  La  Thebaide,  was  staged 
in  1664;  his  last,  Phedre,  was  first  seen  by  the 
king  at  J.-B.  Colbert's  home  in  Sceaux  in 
1677.  Iphigenie  was  performed  with  musical 
interludes  at  Saint-Germain  at  the  beginning 
of  1680.  In  the  early  1670s  Lully  parted 
company  with  Moliere  and  took  up  with  Phi- 
lippe Quinault,  with  whom  he  created  the 
immensely  successful  tragedie  lyrtque.  Racine 
must  have  felt  a  mixture  of  jealousy  of  Lully 
and  contempt  for  Quinault  (whose  verse  he 
found  demeaning  to  the  traditions  of  Greek 
tragedy). 

Strengthened  by  his  appointments  to  the 
Academie  Francaise  in  1673  and  to  the 
Academie  des  Inscriptions  in  1683,  he  was 
able  to  voice  criticism  of  Quinault's  tragedie 
lyrique  librettos  in  advance  of  their  perform- 
ance. Both  he  and  Boileau  took  even  oppor- 
tunity to  trivialize  Quinault's  verse,  yet  when 
in  1682  they  were  given  the  opportunity  to 
supersede  Quinault  by  collaborating  with 
Lully  on  La  chute  de  Phaeton,  they  balked, 
finding  the  task  altogether  odious  (in  Boilcau's 
prologue,  Poetry  reproaches  Music  for  her 


pretensions).  Nevertheless,  Racine  did  col- 
laborate with  Lully  three  years  later  on 
L'Idylie  de  la  paix,  which  was  performed  in  a 
temporary  theatre  constructed  in  the  orangery 
of  the  Sceaux  chateau  of  the  Marquis  de 
Seignelay. 

After  Lully's  death  and  the  eclipse  of  Qui- 
nault, Racine  was  invited  by  Mme  de  Main- 
tenon  to  provide  religiously  edifying  theatre 
works  with  music  for  the  young  women  of  the 
Maison  Royale  St  Louis  at  St  Cyr.  Accord- 
ingly he  collaborated  with  J.-B.  Moreau  on 
Esther  (1689)  and  Athalie  (1691).  Settings  of 
Racine's  Cantiques  spirituelles  by  Moreau, 
Lalande  and  Collasse  and  Jean-Noel  Mar- 
chand  (1666-1710)  were  published  in  1695. 

Racquet,  Charles  (1597-1664).  Dis- 
tinguished member  of  a  family  of  organists 
and  composers.  Racquet  became  organist  of 
Notre  Dame  at  the  age  of  21.  While  still  a 
young  man  he  toured  Germany  with  acclaim. 
Merscnne  praised  his  counterpoint  and 
included  what  were  to  be  his  only  published 
works  in  Ilarmonie  Universette  (1636^-7);  upon 
his  death  Denis  Gaultier  composed  a  tomheau 
in  his  honour. 

Rameau,  Jean-Philippe  (1683-1764).  Pre- 
eminent French  musician  of  the  18th  century, 
particularly  remembered  for  his  operas  and 
his  innovative  treatises  on  harmonic  theory;  in 
recognition  of  his  genius  Louis  XV  conferred 
nobility  upon  him  shortly  before  his  death. 
But  Rameau  spent  the  first  40  years  of  his  life 
in  the  relative  obscurity  of  the  provinces.  He 
made  a  short  but  important  trip  to  Milan,  and 
was  for  a  time  a  violinist  in  the  Lyons  Opera. 
He  held  organ  posts  in  Avignon,  Clermont 
and  Dijon  (where  he  was  born)  and  visited 
Paris  from  1706  until  1709  (during  which  time 
he  held  two  organ  posts,  was  offered  a  third, 
and  published  his  first  book  of  harpsichord 
pieces).  About  1713  he  moved  to  Lyons,  where 
he  contributed  grands  motets  to  the  Lyons 
Concert  (1714).  While  at  Clermont  (1715-22) 
he  formulated  his  theories  of  harmony,  which 
were  mathematically  derived  and  indebted  to 
Zarlino  and  Descartes. 

In  1722  he  settled  permanently  in  Paris. 
With  the  publication  that  year  of  his  Traite  de 
f  harmonic  he  gained  the  immediate  attention 
and  respect  of  Parisian  musicians.  But  while 
his  music  harpsichord  pieces,  cantatas  and 
music  for  the  fair  theatres  -  was  also  much 
admired,  he  was  unable  to  win  an  organ  post 
in  Paris.  He  took  on  pupils,  among  them  the 
talented  Marie-I  .ouise  Mangeot,  w  ho  became 
his  wife  in  1726.  Following  the  appearance  of 
his  third  book  of  harpsichord  pieces,  which 
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like  his  second  (1724)  was  largely  devoted  to 
pieces  de  caractere,  he  published  his  Obser- 
vations sur  la  methode  d'accompagnement  pour 
le  clavecin  in  the  Mercure  de  France  (February 
1730),  drawing  upon  his  own  brilliant  tech- 
nique of  improvising  on  a  figured  bass.  In 
1727  he  competed  unsuccessfully  with  Daquin 
for  the  organ  post  at  St  Paul,  bringing  to  a 
close  his  career  as  a  church  organist.  By  then 
he  had  published  his  second  and  more  con- 
troversial harmony  treatise,  Nouveau  systeme 
de  musique  theorique  (1726),  which  led  to  pol- 
emical exchanges  with  Monteclair  in  the  pages 
of  the  Mercure  de  France  (1729-30). 

Rameau  was  to  be  embroiled  for  the  rest  of 
his  life  in  controversies  concerning  his  music 
and  writings.  His  early  operas,  of  which  the 
first  was  produced  in  his  50th  year,  provoked 
a  lengthy  dispute  between  the  old  guard  Lul- 
listes  and  the  forward-looking  Ramistes.  Hip- 
polyte  et  Aricie  (1733)  was  a  stunning  success, 
exciting  strong  passions  because  of  the  empha- 
sis placed  on  music.  Voltaire  quoted  Rameau 
as  saying:  'Lully  needs  actors  but  I  need  sing- 
ers' (and,  over  the  years,  fine  singers  he  had, 
among  them  the  haute-contre  Pierre  de  Jelyottc 
and  the  sopranos  Marie  Antier,  Sophie 
Arnould  and  Marie  Fel).  Oi  Hippolyte  el  Aricie 
Campra  is  said  to  have  remarked  that  there 
was  enough  music  in  this  opera  to  make  ten 
operas  by  any  other  composer  and,  pro- 
phetically, that  'this  man  will  eclipse  us  all*. 
Although  Hippolyte  is  a  tragedie  lyrique  and 
owes  much  to  the  Lullian  tradition,  it  is  a 
work  of  its  time,  more  cosmopolitan  (that  is 
to  say  more  Italian),  richer  melodically  and 
harmonically,  more  imaginatively  orches- 
trated, and,  by  the  regular  insertion  of  diver- 
tissements in  each  act,  less  concerned  with 
dramatic  continuity  than  Lullian  operas.  His 
librettists  were  the  finest  of  their  day:  Pcllc- 
grin,  Voltaire,  Fuzelier,  Bernard  and  Cahusac. 
In  addition  to  tragedies  lyriques  -  Hippolyte 
et  Aricie,  Castor  et  Pollux  (^1737),  Dardanus 
(^1739),  Zoroastre  (ri74q)  and  Les  Boreades 
(1763)  and  several  lost  or  abandoned  works  — 
Rameau  composed  musical  dramas  in  a  variety 
of  other  genres.  Platee  (1745),  Rameau's  most 
successful  comedie  lyrique,  pokes  fun  at  gods; 
however,  the  central  theme,  that  of  Platee's 
ugliness,  borders  on  tragedy. 

The  French  love  of  the  exotic  is  exploited 
in  the  opera-ballets,  such  as  Les  Indes  galantes 
0735)  and  fttes  d'Hebe  (£-1739),  where 
each  of  the  acts  has  its  own  setting  and  plot. 
Pygmalion  (ri748)  demonstrates  Rameau's 
skill  in  encapsulating  a  w  ide  range  of  emotions 
within  the  confines  of  a  single  act.  The  pas- 


torales heroiques  -  Zai's  (^1748),  Nat's  (1749) 
and  Acante  et  Cephise  (^1751)  -  offer  gods 
and  supernatural  effects  in  rustic,  out-of-doors 
settings,  in  keeping  with  Rococo  taste. 

During  this  period  Rameau  found  a  pleas- 
ant haven  chez  La  Pouplinicrc  (the  financier), 
whom  he  served  as  maitre  de  musique  (from 
about  1735  until  1753.  Rameau  and  his  family 
lodged  at  his  various  residences  and  belonged 
to  the  stimulating  circle  of  writers,  artists  and 
musicians  gathered  around  La  Poupliniere. 
The  rich  musical  resources  -  singers,  players 
and  dancers  -  of  Paris  were  augmented  by 
virtuoso  clarinettists  and  horn  players  brought 
in  from  Germany  and  Bohemia,  providing 
Rameau  with  a  private  forum.  It  was  for  this 
circle  that  the  virtuoso  Pieces  de  clavecin  en 
concerts  ( 1741 )  were  composed. 

But  the  idyll  was  disturbed  by  the 
occasional  tempest:  within  a  couple  of  years, 
Rameau  became  involved  in  a  second,  rather 
unpleasant  dispute  with  a  former  pupil  over 
the  degree  to  which  he  had  acknowledged  the 
sources  of  his  Generation  harmonique  (1737), 
which  investigated,  among  other  things,  the 
relationships  between  reciprocal  tones  and  the 
overtone  series,  and  between  thoroughbass 
and  fundamental  bass.  Louis-Bertrand 
Castel's  open  letter  appeared  in  the  Journal  de 
Trevoux,  and  Rameau's  rebuttal  in  Le  pour  et 
contre  (1738).  At  much  the  same  time  Rameau 
was  also  required  to  defend  his  theories  of 
temperament  against  the  criticism  of  Louis 
Bollioud-Mermet  of  the  Lyons  Academie  des 
Beaux-Arts. 

Rameau  gained  an  important  foothold  at 
court  during  the  1 740s.  He  became  compositeur 
de  la  musique  de  la  chambre  du  roy  in  1745 
and  composed  a  come  die-ballet,  La  princesse  de 
Navarre  (with  Voltaire),  and  Platee  for  the 
celebrations  of  the  dauphin's  wedding.  In 
1748  Rameau  and  Voltaire  produced  Les  sur- 
prises de  F amour  for  the  Theatre  des  Petits- 
Cabinets  of  Mmc  de  Pompadour.  His  place  at 
Versailles  secure,  his  works  well  received  in 
Paris  and  in  the  provinces,  his  theories 
acclaimed  by  learned  societies,  Rameau  was  at 
the  height  of  his  career. 

From  1752  until  his  death  in  1764  Rameau 
composed  less  and  wrote  more,  feeling  there 
was  yet  much  he  could  elucidate.  In  1750  he 
had  published  Demonstration  du  principe  de 
r harmonic,  on  which  he  had  collaborated  with 
a  pupil,  the  philosophe  Diderot;  it  was  widely 
considered  his  finest  thinking  on  the  subject 
of  harmony.  Another  pupil  and  encyclopediste, 
D'Alembert,  thought  to  popularize  Rameau's 
theories  by  publishing  a  volume  of  Elements 
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de  musique  theorique  et  pratique  suivant  les  prin- 
cipes  de  M.  Rameau  (1752);  so  successful  was 
it  that  Marpurg  translated  it  into  German 
(1757).  Still  to  come  were  Rameau's  Obser- 
vations sur  notre  instinct  pour  la  musique  ( 1 754), 
the  Code  de  musique  pratique  (1760),  the 
Origine  des  sciences  (1762)  and  the  Verites 
egalement  ignorees  et  tnteressantes  tirees  du  sein 
de  la  nature  (11764),  in  which  he  sought  to 
associate  musical  proportions  with  those  of  a 
universal  cosmic  principle.  Me  corresponded 
with  Mattheson  and  Martini  and  strongly 
influenced  Tartini,  Marpurg  and  Helmholtz. 
His  theories  of  harmony  still  form  the  basis  of 
the  modern  study  of  tonal  harmony. 

Rameau  was,  by  all  accounts,  a  difficult  and 
eccentric  person  who  often  found  it  hard  to 
get  on  with  people.  He  fell  out  with  the  man- 
agement of  the  Opera  during  the  1740s,  taxed 
the  patience  of  Voltaire  and  incurred  the 
hatred  of  Jean-Jacques  Rousseau,  whose  Les 
muses  galantes  (1745),  an  opera-ballet  inspired 
by  Les  Indes  galantes,  was  roughly  dismissed 
by  Rameau.  A  decade  later  Rousseau  wrote 
articles  for  the  Encyclopedic  which  Rameau, 
having  himself  declined  to  write,  criticized  in  a 
series  of  pamphlets;  D'Alembert  and  Diderot 
were  forced  to  defend  Rousseau  in  the  preface 
to  volume  vi  (which  appeared  in  1756). 
Rameau's  estrangement  from  the  philosophes 
was  Rousseau's  revenge. 

Nevertheless  1500  people  attended 
Rameau's  memorial  service  in  Paris,  held  at 
the  Peres  de  1'Oratoire;  180  musicians  from 
the  Opera  and  the  musiques  de  cour  performed 
operatic  contrafacta.  A  number  of  other  ser- 
vices were  held  in  Paris  and  in  the  provinces. 
The  eloge  (1765)  compiled  by  the  secretary 
of  the  Dijon  Academic,  Dr  Hugucs  Maret, 
remains  an  important  biographical  source. 
With  the  tercentenary  celebrations  of  1983 
came  renewed  interest  in  Rameau.  His  major 
writings  have  been  issued  in  facsimile. 
Rameau,  Pierre  {ft  early  18th  century). 
French  dancing-master  to  the  Queen  of  Spain 
and  authority  on  French  court  dances. 
Rameau  is  remembered  by  two  important 
treatises  published  in  1725:  Le  maitre  a  danser, 
a  beautifully  illustrated  essay  on  the  French 
style  of  dancing,  describes  correct  posture  and 
the  steps  and  patterns  of  various  social  dances 
(particularly  the  minuet),  as  well  as  offering  a 
valuable  guide  to  etiquette  at  court  balls;  the 
Abrege  de  la  nouvelle  methode  presents  import- 
ant advances  on  R.-A.  Feuillet's  notation, 
evident  in  12  of  Louis  Pecour's  choreo- 
graphies which  had  already  been  published  by 
Feuillet. 


Rebel.  Family  of  court  musicians.  Jean  Rebel 
(d  1692)  was  a  tenor  who  held  a  post  in  the 
court  chapel  and  took  major  roles  in  Lully's 
Le  bourgeois  gentiihomme,  Cadmus  el  Hermione 
and  Alceste.  At  the  age  of  ten  Rebel's  eldest 
child,  Anne-Renee  (1663- 1722),  took  her 
place  as  a  singer  at  court,  where  she  became  a 
favourite  of  Louis  XIV.  In  due  course  the 
king  provided  her  dowry  and  wedding  when 
she  married  Lalande  in  1684.  Her  brother  was 
the  versatile  musician  Jean-Fery  Rebel  le  pere 
(1666-1747). 

As  early  as  the  age  of  eight  Jean-Fery 's 
playing  was  known  to  the  king  and  Lully, 
assuring  him  of  future  posts  in  the  Academic 
Royale  de  Musique  and  the  Vingt-quatre 
Violons.  In  the  1690s  he  was  among  those 
remarked  upon  by  Le  Cerf  who  composed 
violin  sonatas  in  the  Italian  style.  Rebel  was 
appointed  principal  v  iolin  of  the  Academic  in 
1699  and  a  year  later  he  journeyed  to  Spain  in 
the  entourage  of  the  Duke  of  Anjou,  returning 
in  1705  to  Academie  and  court  duties  as  a 
player  and  administrator  in  charge  of  the 
music  for  spectacles  and  ceremonies.  In  spite 
of  Lully's  encouragement  of  his  early  operatic- 
efforts,  Ulysse  (1703)  proved  a  disap- 
pointment. In  1712-13  he  finally  published 
his  duo  and  trio  sonatas.  At  much  the  same 
time  he  began  composing  choreographed  sym- 
phonies for  the  dancers  of  the  Academie;  Les 
carac teres  de  la  danse  (17 15)  was  created  for 
Francoisc  Prcvost.  He  is  best  known  for  his 
programmatic  symphonie,  Les  elemens  (1737). 

His  son  Francois  (1701-75),  known  as 
Rebel  le  fils,  inherited  his  father's  musical 
and  administrative  gifts.  At  13  he  joined  the 
Academie  orchestra  and  at  16  was  assured 
of  succeeding  his  father  in  the  Vingt-quatre 
Violons.  He  became  involved  in  the  Concert 
Spirituel  as  both  violinist  and  conductor,  and 
in  1726  he  and  Francois  Francoeur  performed 
violin  duets  there.  Their  collaboration 
extended  to  composition  together  they 
produced  a  succession  of  theatre  works,  begin- 
ning with  Pirame  et  Thisbe  (1726)  -  and,  ulti- 
mately, to  the  administration  of  the  Academie. 
In  the  course  of  his  tenure  at  court  (1727-55), 
Rebel  le  fits  rose  to  the  post  of  surmtendant;  in 
addition,  he  took  charge  of  the  orchestra  of 
Mme  de  Pompadour's  Theatre  des  Petits- 
Cabincts.  In  1760  he  was  ennobled  by  Louis 
XV  and  made  a  Chevalier  de  1'Ordre  de  St 
Michel. 

Rinuccini,  Ottavio.  See  Italy  6  Tuscany. 

Roberday,  Francois  (1624  80).  Organist 
(who  trained  as  a  royal  goldsmith)  and  com- 
poser. In  1659  Roberday  became  valet  de 
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chambre  to  the  regent,  Anne  of  Austria,  and 
the  following  year  published  his  only  surviving 
work,  Fugues,  et  caprices,  a  quatre  parties, 
which  reflects  the  influence  of  Frescobaldi  and 
Froberger,  as  well  as  of  Titelouze. 

Robert,  Pierre  {c  1618— 1699).  Maitre  de 
musique  and  royal  sous-maitre  and  composer  of 
motets.  Robert  served  at  the  cathedrals  of 
Senlis,  Chartres  and  Notre  Dame  before  being 
appointed  one  of  four  sous-maitres  (with  Henry 
Du  Mont,  Gabriel  Expilly  and  Thomas 
Gobert)  at  the  Chapelle  Royale  in  1663.  He 
worked  primarily  with  Du  Mont,  sharing  the 
sous-maitre  posts  with  him  from  1669;  so 
effective  was  their  professional  rapport  that 
three  years  later  they  were  jointly  made  com- 
positeurs de  la  musique  de  la  chapelle  et  de  la 
chambre.  They  retired  in  1683,  and  at  the 
king's  request  Ballard  printed  their  grands 
motets  (24  by  Robert),  together  with  several 
by  Lully,  in  a  folio  edition  the  following  year. 
Robert's  grands  motets  may  be  distinguished 
from  those  of  his  contemporaries  by  his  indi- 
vidual deployment  of  the  petit  choeur.  Andre 
Danican  Philidor  copied  ten  of  his  pet  its  motets 
into  a  manuscript  dated  1688. 

Rossi,  Luigi.  See  Italy  7  Papal  States:  Rome. 

Rousseau,  Jean  (i644-ri70o).  Viol  player, 
composer  and  the  author  of  Traite  de  la  viole 
(1687),  which  chronicles  the  history  of  the  viol 
and  usefully  describes  the  different  manners 
of  playing,  ornamentation  and  transposition. 
A  student  of  Sainte-Colombe  and  an  ardent 
admirer  of  Marin  Marais,  Rousseau  par- 
ticularly championed  what  he  called  4jeu  de 
melodie',  in  opposition  to  Demachy,  who  pro- 
moted the  art  of  'jeu  de  s'accompagner'.  Rous- 
seau also  published  a  popular  singing  treatise 
(1678). 

Rousseau,  Jean-Baptiste  (1671-1741).  Poet, 
best  known  to  musicians  for  his  contribution 
to  the  development  of  the  French  cantata  as  a 
minor  poetic  form  (three  recits  alternating  with 
three  airs  de  mouvement).  In  his  collection  of 
texts  Bachelier  (1726)  claimed  that  Rousseau's 
cantatas  were  not  only  the  earliest,  but  also 
the  finest.  J.-B.  Morin,  Nicolas  Bernier,  Mon- 
teclair,  F.  C.  de  Blamont  and  C.-H.  Gervais 
were  among  those  who  set  his  texts.  His  tra- 
gedie  lyrique  librettos  were  set  by  Pascal  Col- 
lasse  {Jason,  1606)  and  Henry  Desmarets 
(Venus  et  Adonis,  1697),  although  neither 
opera  had  any  success.  He  was  banished  from 
Paris  in  171 2  for  dabbling  in  satirical  verse. 

Rousseau,  Jean-Jacques  (17 12 -78).  Influ- 
ential Swiss  writer,  who  contributed  many 
articles  on  music  to  Diderot  and  D'Alembert's 
Encyclopedic   (1751-65),    and  philosopher, 
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whose  ideas  were  influential  in  pre- 
Revolutionary  politics:  his  most  important 
non-musical  treatises  were  Le  contrat  social 
and  Emile,  both  published  in  1762.  He  was 
also  a  composer.  Rousseau  went  to  Paris  in 
1742,  hoping  to  gain  acknowledgment  as  a 
composer  as  well  as  a  writer.  This  he  achieved, 
but  with  many  qualifications,  for  he  was  a 
miserable,  self-absorbed  and  accordingly 
socially  inept  person,  vulnerable  to  bouts 
of  hypochondria  and  paranoia.  He  risked 
and  suffered  great  disappointments  and  mis- 
understanding in  literary  as  well  as  musical 
circles  by  entertaining  an  unrealistic  opinion 
of  himself  and  never  admitting  he  might  be 
mistaken  or  inconsistent;  in  his  Confessions  he 
admitted  wishing  to  demonstrate  his  superi- 
ority over  one  circle  by  being  accepted  in  the 
other. 

1  Ie  rightly  admired  Rameau,  whose  treatise 
on  harmony  had  been  his  tutor  and  whose 
articles  he  had  undertaken  for  the  Ency- 
clopedic; Rousseau  looked  to  him  for  approval 
when  his  system  of  musical  shorthand  was 
rejected  by  the  Academie  des  Sciences.  But 
his  esteem  was  not  reciprocated:  Rameau 
brusquely  dismissed  his  system  as  inadequate 
for  all  but  the  simplest  accompanied  melodies. 
Deeply  wounded,  Rousseau  published  a 
defence  in  his  Dissertation  sur  la  musique 
(>743)- 

A  sojourn  in  Venice  (1743-4)  as  the  sec- 
retary to  the  French  ambassador  interrupted 
Rousseau's  work  on  an  opera-ballet  based  on 
Rameau 's  Les  Indes  galantes.  He  completed 
Les  muses  galantes  in  1745  and  was  at  first 
blocked  in  his  attempts  to  present  it  before 
Rameau  (who  by  this  time  must  have  con- 
sidered him  to  be  a  pest),  but  he  finally  per- 
suaded La  Poupliniere  to  have  it  performed. 
Rameau  was  reluctant  to  attend,  and,  when  in 
the  event  he  did,  he  was  severe  in  his  verdict: 
the  best  of  it  must  have  been  plagiarized,  the 
rest  composed  by  a  musical  ignoramus.  From 
that  moment  Rameau  and  Rousseau  were 
acknowledged  foes.  Rousseau  naively 
mounted  a  parody  of  Rameau's  La  princesse 
de  Navarre  (1745),  presented  shortly  after  it, 
also  at  Versailles.  Rousseau  and  Rameau  later 
clashed  in  1753-4  over  Lully 's  setting  of 
Armide's  monologues  and,  in  particular,  the 
dramatic  role  of  the  orchestra. 

Rousseau's  greatest  musical  success  came 
in  1752  at  Fontainebleau  with  Le  devtn  du 
village,  an  intermede  composed  of  simple 
melodies  and  italianate  instrumental  music 
which  heralded  the  advent  of  opera  comique. 
It  was  performed  throughout  the  second  half 
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of  the  1 8th  century  and  inspired  Charles  Bur- 
ney's  English  adaptation,  The  Cunning- Man 
(1766).  In  1753  Rousseau  weighed  in  to  the 
'Qucrcllc  des  Bouflbns'  with  his  Lettre  sur  la 
musique  franfaise,  in  which  he  concluded  that 
opera  in  the  French  language  -  lacking  marked 
accentuation  and  being  more  expressive  of 
ideas  than  sentiments  -  could  not  succeed, 
though  Gluck  later  proved  him  wrong. 
Instead,  he  saw  spoken  drama  with  instru- 
mental interjections  (later  known  as  melo- 
drama) as  a  viable  alternative:  his  Pygmalion 
was  presented  at  Lyons  in  1770.  Two  years 
earlier,  he  published  a  Dictionnaire  de  musique. 
Royer,  Joseph-Nicolas-Pancrace  ((1705- 
1755).  Savoyard  keyboard  player,  composer 
and  a  director  of  the  Concert  Spirituel.  Royer 
was  born  a  gentleman  at  the  court  of  Savoy  in 
Turin,  where  he  took  up  music  as  a  hobby, 
studying  the  harpsichord  and  organ  with 
Francois  Couperin's  cousin  Marc-Roger 
Normand,  court  organist  and  controllore  delta 
cappella.  On  his  father's  death  he  was  left 
penniless  and  in  1725  turned  to  music  as  a 
career. 

His  first  step  was  to  move  to  Paris  and 
become  a  naturalized  French  citizen.  At  first 
he  lived  on  the  meagre  earnings  from  teaching 
singing  and  the  harpsichord.  He  had 
ambitions  to  compose  theatre  music  and  had 
already  been  involved  in  opera  comique  when 
his  first  tragedie  lyrique,  Pyrrhus  (1730),  was 
performed  at  the  Opera.  A  post  at  the  Opera 
as  a  maitre  de  musique  soon  materialized  and 
was  followed  in  1734  with  a  court  appoint- 
ment, held  jointly  with  J.-B.  Matho  until  his 
death  in  1746,  as  a  maitre  de  musique  des  enfans 
de  France.  His  most  important  theatre  piece 
was  Zaide  (1739),  an  opera-ballet  which 
enjoyed  many  revivals  during  the  following 
three  decades. 

In  1748  Royer  and  the  violinist  Gabriel 
Capperan  took  over  the  direction  of  the 
Concert  Spirituel,  which  had  been  under  the 
auspices  of  the  Academic  Royalc  de  Musique 
and,  within  months,  would  come  under  the 
control  of  the  City  of  Paris.  In  1753  Royer 
acquired  the  post  of  maitre  de  musique  de  la 
chambre  du  roi. 
Sainte-Colombe.  Family  of  viol  players,  of 
whom  Sieur  de  Sainte-Colombe  (//  second  half 
of  the  17th  century)  is  a  prominent  figure  in 
the  development  of  the  French  school  of 
viol  playing.  By  his  title,  Sainte-Colombe 
belonged  to  the  minor  nobility,  though  he 
appears  to  have  had  no  court  connections  and 
was  thus  a  gifted  amateur.  I  le  learned  the  viol 
from  Nicolas  Hotman  and  was  himself  the 


teacher  of  Meliton,  Danoville,  Jean  Rousseau 
and  Marin  Marais,  as  well  as  his  own  children 
(two  daughters  and  a  son),  with  whom  he  gave 
concerts  in  his  home.  According  to  Titon  du 
Tillet,  Sainte-Colombe  practised  the  viol  in  a 
tree  house.  Le  Gallois  mentioned  him  with 
Dubuisson  and  Marais  in  his  famous  letter 
of  1680,  and  Danoville  acknowledged  Sainte- 
Colombe's  teaching  in  his  treatise  of  1687, 
calling  him  'the  Orpheus  of  his  time'.  Jean 
Rousseau  dedicated  his  Traite  de  la  vtole 
(1687)  to  him,  attributing  to  him  the  intro- 
duction of  a  bottom,  seventh  string  and  strings 
overspun  with  silver  wire.  In  1691  Abraham 
du  Pradel  included  his  name  among  the  finest 
viol  teachers  of  the  day,  and  in  1701  Marais 
published  a  tombeau  in  his  memory.  Sainte- 
Colombe  composed  a  large  collection  of  con- 
certs for  two  equal  bass  viols,  incorporating 
passages  of  free  rhythm  (often  merely  writtcn- 
out  trills),  which  were  never  published  (67 
survive). 

Sainte-Colombe  le  fils  is  known  to  have 
been  in  Edinburgh  for  at  least  six  months  in 
1707,  where  he  gave  lessons  (leaving  behind 
copies  of  some  of  his  father's  concerts),  and  in 
London  in  1713,  when  he  gave  a  benefit 
concert  at  I  lickford's  Rooms. 

Saint-Evremond,  Charles  de  Saint-Denis. 
See  British  islks  /  London. 

Saint-Lambert,  PMichcl  dc  (// 1 1700).  I  Iarp- 
sichordist  and  author  of  two  important  treat- 
ises on  playing.  Though  little  is  known  of  his 
life  he  was  evidently  an  experienced  teacher 
and  a  friend  of  Louis  Marchand.  His  Principes 
de  clavecin  (1702)  offers  useful  chapters  on 
keyboard  ornamentation  with  examples  taken 
from  contemporary  collections.  His  Souveau 
traite  de  I'accompagnement  (1707)  elucidates 
current  harmonic  theory  and  suggests  two 
logical  notational  reforms  in  relation  to  clefs 
and  signatures  for  minor  keys. 

Salle,  Marie  (1707-56).  Dancer  at  the  Paris 
Opera,  a  pupil  of  the  virtuoso  Francoise 
Prevost  and  a  rival  of  La  Camargo,  w  ith  w  hom 
she  appeared  regularly,  despite  their  divergent 
styles.  Unlike  most  of  her  contemporaries, 
Marie  Salle  divided  her  career  between  France 
and  England.  She  was  first  seen  at  the  Foire 
St  Laurent,  then  at  the  Opera  in  a  1721  rev  iv  al 
of  Campra's  Les  Jetes  leniltennes,  although  her 
debut  as  a  soloist  did  not  take  place  until 
1727  (in  J.-J.  Mouret's  Les  amours  des  Dieux). 
Meanwhile,  at  the  inv  itation  of  John  Rich, 
Salle  and  her  brother  spent  the  1725  season  at 
the  Lincoln's  Inn  Fields  Theatre.  She 
returned  to  London  regularly,  appearing  at 
the  Drury  Lane  Theatre  and  Covent  Garden, 
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where  she  danced  the  role  of  Terpsichore  in 
the  prologue  of  Handel's  //  pastor  fido  (1734). 

She  was  a  daring  innovator,  abandoning  a 
formal  costume  and  mask  in  a  1729  per- 
formance of  J.-F.  Rebel's  Let  caracteres  de  la 
danse;  in  1734  she  danced  with  her  hair  down, 
wearing  only  a  simple  muslin  robe,  in  Pyg- 
malion at  Drury  Lane.  She  was  gifted  at  mime 
and  the  portrayal  of  attitudes  and  emotions. 
She  outraged  an  audience  at  a  1735  per- 
formance of  Handel's  Alcina  by  appearing 
dressed  as  a  man.  In  Paris  she  gained  acclaim 
for  her  performances  in  Rameau's  I,es  Indes 
galantes  (1735),  Castor  et  Pollux  (1737)  and 
Les  files  a" Hebe  (1739).  Hers  was  a  style  of 
dancing  known  less  for  its  virtuosity  than  for 
its  delicacy,  finesse  and  unaffected  expression. 

Salomon,  Joseph-Francois  (1649-1732). 
Provencal  court  instrumentalist  and 
composer.  Salomon  arrived  in  Paris  in  about 
1679  and  soon  gained  an  appointment  as  harp- 
sichordist and  organist  to  the  queen,  and  later 
as  viol  player  in  the  musique  de  chambre. 
However,  in  1683  he  competed  unsuccessfully 
in  the  trials  for  the  sous-maitre  posts.  He  was 
noted  for  his  sensitive  accompaniment  of  vocal 
soloists  and  choirs.  His  best-known  work  was 
a  tragedie  lyrique,  Medee  et  Jason  (text  by 
S.-J.  Pellegrin  and  La  Roque),  which  was 
performed  by  the  Academic  in  1713. 

Sauveur,  Joseph  (1653-17 16).  Acoustician 
who  coined  such  terms  as  'acoustics',  'node' 
and  'loop'.  Sauveur  published  a  Principes  d'ac- 
oustique  et  de  musique  (1701),  in  which  he  cor- 
rectly interpreted  beats,  despite  being  said 
to  have  no  ear  for  music.  His  papers  were 
published  in  the  Memoires  de  f Academic 
Roy  ale  des  Sciences  (1704-16). 

Senaille,  Jean-Baptiste  (r  1688-1730).  Pari- 
sian violinist  and  composer,  praised  by  Titon 
du  Tillct  for  the  precision  and  delicacy  of 
his  playing.  A  pupil  of  G.A.  Piani,  Senaille 
published  two  of  the  earliest  French  col- 
lections of  violin  sonatas  in  the  Italian  style 
(1710  and  171 2),  before  taking  up  his  father's 
place  in  the  Vingt-quatre  Violons  in  1713.  He 
published  three  further  collections  ( 1 7 1 6, 1 72 1 
and  1727),  travelled  in  Italy  (1717-19)  and 
was  a  soloist  at  the  Concert  Spirituel  (1728- 
30). 

Sicard,  Jean  (fl  late  i7th-early  18th  century). 
Bass  singer  and  composer  who,  while  working 
in  Paris,  published  17  books  of  airs  serieux  et 
a  boire  (1666—83);  his  airs  (many  of  them  very 
elaborate)  include  some  for  two  violins  and 
bass  voice,  as  well  as  dialogues  and  laments. 
He  dedicated  his  fourth  book  (1669)  to  the 
court  singer  Pierre  de  Nyert  and  his  12th 
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(1677)  to  his  daughter  (who  contributed  an  air 
to  this  collection  and  five  more  to  later  books), 
expressing  in  the  dedication  his  hope  that  she 
too  might  become  known  as  a  composer.  In 
1 7 10  he  became  director  of  the  Academie 
Royale  de  Musique  en  Provence. 

Silbermann,  Andreas.  See  Central  elrope 
/  South  Germany. 

Somis,  Giovanni  Battista.  See  Italy  i  Pied- 
mont-Savoy. 

Sportonio,  Marc' Antonio.  See  Italy  9 
Sicily. 

Stuck,  Jean-Baptiste  [BatistinJ  (1 680-1 755). 
Italian  cellist  of  German  descent,  much 
admired  for  his  French  cantatas.  Stuck  was 
the  first  important  cellist  to  work  in  Paris. 
He  arrived  there  in  about  1705  and  found 
employment  first  with  the  Prince  of  Carignan 
and  then  with  the  Duke  of  Orleans,  who  made 
him  an  ordinaire  du  rot  during  the  regency.  In 
his  four  books  of  cantatas,  which  appeared 
between  1706  and  1714,  he  mixed  and  juxta- 
posed Italian  and  French  styles.  His  French 
operas  were  less  successful,  though  his  diver- 
tissement L' union  de  la  musique  italienne  et  fran- 
foise  (1722)  proved  very  popular.  Stuck 
appeared  as  a  soloist  with  the  Academie  Royale 
de  Musique  and  at  the  Concert  Spirituel. 

Tessarini,  Carlo.  See  Italy  to  Itinerant 
Musicians. 

Thierry.  Family  of  organ  builders.  Pierre 
Thierry  (1604-65),  a  pupil  of  Crcspin  Carlier, 
altered  the  organ  at  St  Gervais  to  Louis  Coup- 
erin's  specifications.  Elsewhere  in  Paris  he 
built  the  organs  at  St  Paul  (1644-6),  Les 
Mathurins  -  which  incorporated  the  first  com- 
bined wind-chest  for  the  Grand  orgue  and 
Rich  -  and  St  Germain-des-Pres  (1661).  His 
son  Alexandre  (1646/7-99)  built  the  organ  for 
Mme  de  Maintenon's  school  at  St  Cyr  in  1685. 
His  finest  work  was  for  the  Paris  churches  of 
St  Severin  (1675)  and  St  Eustache  (168 1-9). 
Pierre's  grandson  Francois  (1677- 1749)  in- 
corporated the  first  Bombarde  manual  into  the 
organ  at  Notre  Dame  (1730-3). 

Thomelin,  Jacques-Denis  (41640-1693). 
The  most  distinguished  member  of  a  long  line 
of  organists  who  in  1678  became  one  of  four 
royal  organists,  along  with  N.-A.  Lebegue, 
G.G.  Nivers  and  J.-B.  Buterne.  Simulta- 
neously he  held  posts  in  Paris  at  St  Germain- 
des-Pres  (from  1667)  and  St  Jacques-la- 
Bouchcrie  (from  1669),  where  large  crowds 
gathered  to  hear  him  play  on  feast  days.  He 
was  the  guardian  and  mentor  of  Francois 
Couperin,  who  succeeded  him  at  court. 

Titon  du  Tillet,  Evrard  (1677- 1762).  French 
aristocrat  and  man  of  letters  who  devoted  his 
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life  to  the  erection  of  a  colossal  monument 
glorifying  the  departed  poets  and  musicians  of 
the  Louis  XIV  era;  today  he  is  remembered 
by  the  anecdotes  he  published  in  the  monu- 
mental Le  Parnasse  Francois  (1732)  and  its 
supplements,  concerning  the  lives  of  the  poets 
and  musicians  he  honoured. 

Titon  du  Tillet  was  the  son  of  the  wealthy 
director-general  in  charge  of  royal  armaments. 
He  forsook  military  and  legal  careers  to  make 
his  way  at  court  as  the  maitre  a" hotel  to  the  ill- 
fated  Duchess  of  Burgundy  (d  17 12).  After 
her  death  he  sought  to  gain  the  favour  of  Louis 
XIV  (d  1 71 5),  then  Louis  XV,  by  drawing  up 
plans  to  erect  a  60-foot  'Parnasse  Francois'  in 
Paris  (where  the  Arc  de  Triomphc  now 
stands).  On  his  Mount  Parnassus,  statues  and 
medallions  of  the  most  distinguished  French 
poets  and  musicians  of  the  era  were  to  be 
stationed;  the  names  of  lesser  lights  would  be 
inscribed  on  scrolls.  While  the  project  never 
got  beyond  a  bronze  model,  sculpted  by  Louis 
Gamier  with  additional  figures  by  Augustin 
Pajou  (Musee  de  Versailles),  it  nevertheless 
remains  the  first  French  representation  of 
genius  in  true-life  form. 

To  publicize  the  project  Titon  du  Tillet 
published  a  Description  du  Parnasse  Francois 
(1727),  containing  biographies  of  departed 
poets  and  musicians,  among  them  Louis 
Couperin,  Lambert,  Lull),  Collasse  and 
Charpentier.  Apart  from  the  eloges  published 
after  the  death  of  Lull)  ,  they  are  the  earliest 
published  accounts  of  the  lives  of  musicians. 
A  much  enlarged  version  appeared  in  1732, 
with  supplements  in  1743  and  1755;  many  of 
the  entries  were  based  on  personal  acquaint- 
ance with  the  subjects. 
Torelli,  Giacomo  (1608-78).  Italian  architect, 
stage  designer  and  machinist  who  made  his 
name  by  designing  the  Tcatro  Novissimo, 
Venice  (1641),  with  innovative  stage  machin- 
ery, enabling  an  entire  scene  to  be  changed  in 
a  single  operation.  He  was  soon  invited  by 
Mazarin  to  Paris  to  install  similar  machinery 
in  the  theatres  of  the  Hotel  du  Petit  Bourbon 
(1645)  and  the  Palais  Royal  (1647).  He 
remained  there  until  the  early  1660s,  designing 
the  sets  for  the  productions  of  the  Italian  opera 
troupe,  ballets  de  cour  and  French  plays  - 
notably  Corneille's  Andromede  (1650).  Torel- 
li's  set  designs,  like  those  of  his  Venetian  con- 
temporaries (particularly  the  elder  Burnacini), 
created  areas  of  action  through  series  of  trans- 
verse and  longitudinal  lines  within  the 
scenery. 

Yalentini,  Giuseppe.  See  Italy  10  Itinerant 

Musicians. 


Veillot,  Jean  (d  1662).  Priest  and  important 
musical  figure  in  Parisian  religious  life  who 
was  among  the  first  to  compose  in  the  grand 
motet  style.  Veillot  served  as  choirmaster  at 
Notre  Dame  and  the  Benedictine  abbey  of 
Montmartre;  he  was  a  canon  of  the  Sainte 
Chapelle  and  abbot  of  Bois-Aubry.  In  1643 
he  became  a  sous-maitre  of  the  royal  chapel 
along  with  Thomas  Gobert.  Of  his  music  only 
three  double-choir  motets  survive.  To  say  the 
least,  they  betray  Nicolas  Forme's  influence 
which,  according  to  the  historian  Sauval, 
Veillot  gained  by  malefaction:  after  Forme's 
death  Veillot  apparently  stole  his  music  from 
a  cupboard  kept  locked  by  Louis  XIII. 

Verdier,  Pierre.  See  Northern  f.uropf.  2 
Scandinavia. 

Vigarani.  Italian  theatre  architects,  scenery 
designers  and  machinists.  Gaspare  Vigarani 
(1586/8-^1663)  was  summoned  from  his  post 
at  the  Modena  court  to  France  by  Cardinal 
Mazarin  in  1659  to  supervise  the  spectacles  in 
honour  of  the  marriage  of  Louis  XIV.  He  had 
a  Salle  des  Machines  specially  constructed 
in  the  Tuileries  palace  for  his  production  of 
Cavalli's  Ercole  amante  (1662)  -  though  it  took 
much  longer  than  expected  to  complete  and 
was  never  altogether  satisfactory,  owing  to  its 
vastness  and  the  noisiness  of  the  machinery. 

His  son  Carlo  (1623-before  1713)  joined 
forces  with  Lull)  and  Moliere  to  produce  three 
lavish  divertissements  at  Versailles  (1664,  1668, 
1674).  Carlo  took  French  citizenship  in  1673 
and  was  associated  with  Lull)  at  the  founding 
of  the  Academie  Royale  de  Musique.  He 
designed  the  Salle  Jeu  de  Paume  and  super- 
vised the  renovation  of  the  Theatre  du  Palais 
Royal.  His  collaboration  with  Lully  ended  in 
1680,  when  he  was  succeeded  by  a  Frenchman, 
Jean  Bcrain. 

Visee,  Robert  de  (late  i7th-early  18th 
century).  I  lighly  regarded  court  musician  who 
excelled  on  the  guitar  and  theorbo,  as  well  as 
on  the  viol  and  as  a  singer.  Robert  de  Visee 
joined  the  king's  musique  de  chambre  in  1680 
and  published  his  first  collection  of  suites  for 
the  five-course  guitar  two  years  later.  He  was 
a  regular  performer  with  such  musicians  as 
R.-P.  Descoteaux,  Philibert  and  Antoine  For- 
queray  in  the  private  concerts  given  chez  Mme 
de  Maintcnon  until  Louis  XIV's  death.  In 
1 7 19  he  was  appointed  guitar  teacher  to  the 
young  Louis  XV  and  was  succeeded  in  his 
posts  by  his  son  Francois  a  year  later.  In 
addition  to  the  two  collections  of  guitar  pieces 
(the  second  appeared  in  1686),  Visee  pub- 
lished in  1 7 16  works  for  lute  and  theorbo  in 
score     many  of  them  duplicate  the  earlier 
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guitar  selections  -  which  include  arrange- 
ments of  music  by  Lully,  Forqueray  and  Fran- 
cois Couperin. 

Westhoff,  Johann  Paul  von.  See  Northern 

Europe  4  Saxony  and  Thuringia. 
Zenti,  Girolamo.  See  British  isles  /  London. 


2  The  Provinces 

Antier,  Marie.  See  France  /  Paris  and  Ver- 
sailles. 

Besard,  Jean-Baptiste  (n567~after  161 7). 
Doctor  of  Law  and  Medicine  from  Bcsancon, 
lutcnist,  anthologist  and  early  writer  on  the 
performance  practice  of  the  lute.  Besard  was 
a  man  of  letters  who  lived  abroad,  pursuing 
his  various  professions.  In  Rome  he  learned 
to  play  the  lute.  In  Cologne  he  published  the 
monumental  Thesaurus  harmonicus  (1603),  a 
ten-volume  anthology  of  lute  music  notated  in 
French  tablature,  containing  solo  pieces  in  all 
the  principal  forms  of  the  day,  lute  songs 
and  pieces  for  lute  ensemble  by  at  least  21 
composers  (among  them  Lorenzini,  Dowland, 
Vincenzo  Galilei,  the  elder  Alfonso  Ferra- 
bosco,  Valentin  Bakfark  and  Besard  himself). 
Appended  to  the  music  is  an  important  treat- 
ise, De  modo  in  testudine  Itbellus,  dealing  in 
particular  with  the  subtleties  of  left-hand  tech- 
nique; Besard  revised  it  while  in  Augsburg  as 
Ad  artem  testudints,  enlarging  upon  right-hand 
technique,  and  published  it  with  his  second 
anthology  of  lute  music,  Norms  partus  (161 7). 
The  treatise  was  translated  and  published  in 
Germany  and  England  -  evidence  that  it  was 
well  known  and  admired. 

Boddcckcr,  Philipp  Friedrich.  See  Central 

EUROPE  /  South  Germany. 

Bourgeois,  Thomas-Louis.  See  France  / 
Paris  and  Versailles. 

Bouzignac,  Guillaumc  (before  1592-after 
1641).  Important  southern  French  composer 
of  Latin  sacred  music  and  chansons.  Bou- 
zignac has  been  slow  to  receive  the  attention 
he  deserves  as  a  major  figure  of  the  first  half 
of  the  17th  century  because  his  music  rests 
entirely  in  manuscript  and  much  of  it  has  only 
recently  been  attributed  to  him.  His  life  was 
spent  in  the  service  of  the  church  at  Narbonne, 
Grenoble,  Carcassonne,  Rodez  and  Tours, 
and  yet  he  was  well  enough  known  for  Mer- 
senne  and  Annibal  Gantez  to  write  of  his 
distinction  as  a  composer;  Brossard  owned 
copies  of  six  of  his  works.  Bouzignac's  music 
reveals  a  training  in  the  classical  counterpoint 
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of  the  Franco-Netherlands  school  and  yet  is 
up  to  date  in  its  treatment  of  text.  Of  special 
note  is  his  use  of  recurring  melodic,  rhythmic 
and  harmonic  formulae  to  express  emotions 
and  natural  phenomena,  especially  in  his  nar- 
rative motets. 
Boyvin,  Jacques  (ci 640-1 706).  Organist  at 
Notre  Dame  Cathedral,  Rouen,  and  composer 
of  two  books  of  organ  suites  (1689/90  and 
1700);  a  Traite  abrege  de  I ' accompagnement 
served  as  a  preface  to  the  second  book  and  then 
was  published  separately  in  1705.  Boyvin  took 
up  his  first  post  in  1663  at  the  Hopital  des 
Quinze-Vingts  (an  institution  for  the  blind)  in 
Paris,  serving  until  1674,  when  he  was 
appointed  to  the  post  at  Rouen.  He  remained 
in  Rouen  for  the  rest  of  his  life,  supervising  the 
building  of  a  new  organ  (1686-9)  by  Robert 
Clicquot,  with  four  manuals  plus  pedal  coup- 
lers and  more  than  40  ranks.  He  was  succeeded 
at  Notre  Dame  by  his  pupil  Francois  Dagin- 
cour. 

Brossard,  Sebastien  de  (1655- 1730).  Ecclesi- 
astic, the  author  of  the  first  French  dictionary 
of  music,  theorist,  composer  and  bibliophile. 
Brossard  was  a  passionate  advocate  of  Italian 
music:  during  the  1680s  he  spent  time  in  Paris 
(serving  as  a  canon  at  Notre  Dame  from  1684) 
and  was  among  the  first  in  France  to  compose 
sonatas  and  sacred  cantatas,  and  the  only  one 
to  interpret  Italian  terminology  for  French 
musicians.  He  became  a  close  friend  of  the 
theorist  £tienne  Loulie  and  frequented  the 
concerts  at  the  hotel  of  the  Duchess  of  Guise 
organized  by  Charpentier. 

He  left  Paris  for  Strasbourg  in  1687,  shortly 
after  the  death  of  Lully.  While  maitre  de  chap- 
tile  at  Strasbourg  Cathedral  (1687-98)  he 
founded  an  Academie  de  Musique  in  Stras- 
bourg, where  he  conducted  his  own  works 
and  arrangements  of  the  music  of  others,  and 
became  an  avid  collector  of  music  and  treat- 
ises. In  1695  ne  spent  several  months  in  Paris, 
where  he  made  contact  with  the  circle  of 
musicians  experimenting  with  the  Italian 
style,  among  them  Francois  Couperin,  E.-C. 
Jacquet  de  la  Guerre,  Clerambault  and  J.-F. 
Rebel.  He  returned  there  again  in  1698, 
hoping  to  win  the  post  of  maitre  de  musique  at 
the  Sainte  Chapellc,  but  it  went  to  Char- 
pentier. 

His  final  post  was  at  the  Cathedral  of  St 
Etienne  at  Meaux,  where  he  remained  for  the 
rest  of  his  life,  composing  and  writing.  His 
library,  which  he  eventually  sold  to  Louis  XV 
in  return  for  a  pension,  contains  many  unique 
works  in  manuscript  as  well  as  rare  printed 
editions;  he  prepared  a  catalogue  (1724),  anno- 
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tating  it  with  valuable  and  characterful 
remarks  which  afford  an  interesting  per- 
spective on  the  dissemination  of  music  at  the 
turn  of  the  century.  Brossard  is  known  today 
by  his  terminological  Dictionnaire  de  mustque 
(1701),  which  survives  only  in  the  1703 
edition. 

Campra,  Andre.  See  France  /  Parts  and 
Versailles. 

Carlier,  Crespin  (d  before  1640).  Organ 
builder  whose  early  career  in  the  South 
Netherlands  influenced  his  work  in  France. 
Carlier  built  organs  for  several  cathedrals, 
among  them  Poitiers,  Tours,  Chartrcs  and 
that  of  his  native  Laon.  In  1600  Titelouze 
commissioned  him  to  improve  the  organ  at 
Rouen  Cathedral,  which  thereafter  was  con- 
sidered the  finest  French  organ  of  its  day. 
Working  in  Paris  from  1631,  Carlier  col- 
laborated with  the  Langheduls  (the  Flemish 
organ  builder  and  his  son)  on  an  innovative 
instrument  for  St  Jacques-la-Boucherie.  His 
work  was  continued  bv  his  pupil  Pierre 
Thierry. 

Castel,  Louis-Bertrand.  See  France  /  Pans 
and  Versailles. 

Collasse,  Pascal.  Sec  France  /  Paris  and 
Versailles. 

Dagincour,  Francois  (1684  1758).  Organist, 
harpsichordist  and  composer  from  Rouen  w  ho 
worked  in  Paris  (as  a  pupil  of Lebcgue  and  as 
organist  of  Ste  Madcleinc-cn-la-Citc),  before 
taking  up  the  post  of  his  first  teacher,  Jacques 
Boyvin,  at  Notre  Dame  Cathedral,  Rouen,  in 
1706.  He  retained  this  post  for  the  next  52 
years,  although  from  17 14  until  1730  he  served 
a  semester  each  year  as  one  of  the  organists  of 
the  Chapelle  Royalc  at  Versailles.  In  1733  he 
published  a  collection  of  harpsichord  pieces 
which  were  very  much  influenced  by  Coupcrin 
in  character  and  format;  a  second  volume  was 
announced  but  never  appeared.  For  organ, 
only  a  single  manuscript  collection  of  versets 
survives. 

Danielis,  Daniel  (1635-06).  Walloon  com- 
poser who,  after  20  years'  service  as 
Kapellmeister  at  Giistrow,  competed  unsuc- 
cessfully in  1683  for  one  of  the  posts  as  sous- 
maitre  of  the  French  Chapelle  Royalc.  The 
following  year  he  became  maitre  de  chapelle  at 
St  Pierre,  Vannes;  his  motets  for  one  to  four 
voices  (of  which  72  survive,  13  in  a  Philidor 
anthology  compiled  in  1688)  were  sung 
throughout  the  1 8th  century. 

Dassoucy,  Charles.  See  France  /  Pans  and 
Versailles. 

Desmarets,  Henry.  See  France  /  Pans  and 
I  ersailles. 


Galli-Bibicna,  Francesco.  See  Central 
EUROPE  3  Austro-Hungary:  Vienna. 

Gantcz,  Annibal  (r  1600-68).  Composer  and 
writer  on  music.  Gantez  was  a  much-travelled 
ecclesiastical  musician  who  served  as  maitre  de 
chapelle  or  maitre  des  enfants  at  innumerable 
institutions  throughout  France,  particularly 
in  the  south.  In  the  course  of  his  career  he 
composed  at  least  two  Masses  (1642),  a  Te 
Deum  (1661),  and  collections  of  airs  and  chan- 
sons a  hmre.  His  observations  on  French 
musical  life  were  published  in  I.'entretien  des 
musictens  (1643). 

Gautier,  Pierre  (<"  1642- 1606).  Musician  and 
entrepreneur.  Based  in  Marseilles,  Gautier 
was  instrumental  in  bringing  the  musical  stan- 
dards and  tastes  of  Paris  to  Provence.  At  first 
a  player  and  teacher  of  organ  and  harpsichord, 
he  became  an  opera-house  director,  conductor 
and  composer  of  some  regional  standing.  In 
1684  Lully  granted  him  permission  to  estab- 
lish an  opera  house  at  Marseilles  -  the  first  in 
the  provinces;  six  months  later  it  opened  with 
a  performance  of  Le  trwmphe  de  la  patx 
(libretto  and  music  by  Gautier).  Using  per- 
formers hired  from  Paris,  he  mounted  pro- 
ductions of  Lully's  tragedies  lynques,  among 
them  Armide,  and  in  1687  another  of  his  own 
operas,  Le  jugement  du  soleil,  had  a  gala  per- 
formance in  celebration  of  Louis  XIY's  recov- 
ery from  an  operation.  Gautier's  operatic  style 
is  less  dependent  upon  Fully  and  more  indi- 
vidual than  that  of  many  of  his  Parisian  con- 
temporaries. He  was  lost  at  sea  in  i6q6. 

Gillcs,  Jean  (1668- 1705).  Provencal  com- 
poser of  sacred  music.  Gilles  spent  most  of 
his  life  in  Aix  (where  he  was  a  student  of 
Guillaume  Poitevin)  and  Toulouse.  Despite 
his  isolation  from  the  mainstream  of  French 
musical  life,  his  Messe  des  morts  became  one 
of  the  best-known  works  of  the  1 8th  century 
(Mattheson  remarked  upon  its  beauty).  It  was 
posthumously  published,  and  performed  at 
Rameau's  funeral  in  1764;  a  decade  later  it  was 
performed  at  the  death  of  Louis  XV.  In  the 
meantime  it  was  frequently  heard  at  the 
Concert  Spirituel,  performed  with  large  forces 
and  a  carillon  part  for  the  ending  provided  by 
Michel  Corrette. 

Grigny,  Nicolas  de  ( 1672- 1703).  Organist  and 
composer,  one  of  a  family  of  organists  in 
Rheims.  Like  many  of  his  contemporaries  he 
duly  produced  a  single  v  olume  of  organ  music 
(1690).  It  stands  out,  together  with  that  of 
Francois  Couperin  (1692),  because  of  the 
manner  in  which  formidable  contrapuntal  and 
ornamentation  techniques  arc  subjugated  to 
musical  expression. 
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Habermann,  Franz.  See  Central  Europe  j 
Austro-Hungary. 

Harris,  Thomas.  See  British  isles  /  London. 

Isnard,  Jean-Esprit  (1707-81).  Gifted  organ 
builder  whose  beautiful  instrument  at  the 
Basilique  St  Maximin-en-Var  (1773)  survives 
intact  as  the  sole  unaltered  exemplar  of  a 
French  classical  organ.  He  also  built  organs 
for  the  cathedrals  at  Tarascon,  Marseilles  and 
Aix-cn-Provence. 

Jelyotte,  Pierre  de.  See  France  /  Parts  and 
Versailles. 

Kircher,  Athanasius.  See  Italy  7  Papal 

States:  Rome. 
La  Coste,  Louis  de.  Sec  France  /  Paris  and 

Versailles. 

Lalouette,  Jean  Francois.  See  France  / 
Paris  and  Versailles. 

La  Pierre,  Paul  de.  See  Italy  /  Piedmont- 
Savoy. 

Lcbegue,  Nicolas-Antoinc.  See  France  / 
Paris  and  Versailles. 

Le  Cerf  de  La  Vieville,  Jean  Laurent, 
Seigneur  de  Freneuse  (1674- 1707).  Poet  and 
champion  of  French  music,  born  in  Rouen. 
Le  Cerf  is  known  by  his  three-volume  Com- 
parison de  la  musique  italienne  et  de  la  musique 
francatse,  published  in  Brussels  ( 1 704-6),  and 
written  in  refutation  of  Francois  Ragucnct's 
Parallele  of  1702.  In  it  Le  Cerf  set  out  to 
define,  by  means  of  anecdotes,  dialogues, 
letters  and  discourses,  the  musical  aesthetics 
of  the  Lullian  era  and  to  demonstrate  their 
absence  in  contemporary  Italian  music. 

Leclair,  Jean-Marie.  See  France  /  Paris  and 
Versailles. 

Lemairc,  Louis.  See  France  /  Paris  and  Ver- 
sailles. 

Marchand,  Louis.  See  France  /  Paris  and 
Versailles. 

Matho,  Jcan-Baptistc.  Sec  France  /  Paris 

and  Versailles. 
Maugars,  Andre.  Sec  France  /  Paris  and 

Versailles. 

Maupin.  See  France  /  Paris  and  Versailles. 
Maximilian   II   Emanuel.   Sec  Central 

Europe  /  South  Germany:  Munich. 
Moliere.  See  France  /  Paris  and  Versailles. 
Mondonville,  Jean-Joseph  Cassanea  de. 

See  France  /  Paris  and  Versailles. 
Moreau,  Jcan-Baptistc.  See  France  /  Pans 

and  Versailles. 
Motteux,  Peter  Anthony.  See  British  isles 

/  London. 

Moulinie,  Etienne.  See  France  /  Paris  and 
Versailles. 

Mouret,  Jean-Joseph.  Sec  France  /  Pans 
and  Versailles. 
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Ouvrard,  Rene.  See  France  /  Paris  and  Ver- 
sailles. 

Poitevin,  Guillaume  (1646- 1706).  Provincial 
cleric,  composer  and  teacher  of  Jean  Gillcs 
and  Campra,  active  in  Aix-en-Provence. 

Raguenet,  Francois  (r  1660- 1722).  Born  in 
Rouen,  he  was  a  priest  and  author  of  the 
controversial  Parallele  des  Italiens  et  des  Fran- 
cois, en  ce  qui  regarde  la  musique  et  les  operas 
(1702;  Eng.  trans.,  1709).  Raguenet  came  to 
know  and  love  Italian  music  while  visiting 
Rome  in  1608.  Upon  his  return  to  France  he 
set  about  examining  the  relative  virtues  of 
Italian  and  French  music.  His  ultimate 
espousal  of  Italian  music  in  the  Parallele  eli- 
cited a  lengthy  response  from  his  fellow 
Rouenais  Le  Cerf  de  La  V  ieville  in  the  form  of 
the  Comparaison,  which  appeared  in  1704-6. 
Raguenet  reinforced  his  position  in  a  Defense 
du  Parallele  (1705).  The  exchange  between 
Raguenet  and  Le  Cerf  provoked  an  artistic 
crise  that  had  been  brewing  since  the  death  of 
Lully  and  would  occupy  French  composers 
and  aesthetes  in  the  coming  decades. 

Rameau,  Jean-Philippe.  See  France  /  Pans 
and  Versailles. 

Robert,  Pierre.  See  France  /  Pans  and  Ver- 
sailles. 

Rossi,  Luigi.  See  Italy  j  Papal  States:  Rome. 

Salomon,  Joseph-Francois.  See  France  / 
Paris  and  Versailles. 

Sicard,  Jean.  See  France  /  Paris  and  Ver- 
sailles. 

Silbermann,  Andreas.  See  Central  Europe 

/  South  Germany. 
Smith,  John  Christopher.  See  British  isles 

/  London. 

Titelouzc,  Jchan  (1562/3-1633).  The  first  of 
the  early  French  organists  to  compose  sub- 
stantial works  for  his  instrument.  Titclouze 
settled  permanently  in  Rouen  (having  entered 
the  priesthood  in  1585),  where  he  became 
organist  of  the  cathedral.  Although  he  quickly 
became  much  sought  after  as  a  consultant  on 
organ  installation  and  renovation,  Titelouze 
was  also  a  writer  who  won  prizes  for  his  poetry. 
He  made  frequent  trips  to  Paris  and  cor- 
responded with  Mersenne  about  unusual 
musical  phenomena.  His  organ  music  is 
indebted  to  liturgical  vocal  traditions  and 
strictly  adheres  to  the  eight  church  modes. 
Much  of  it  is  in  the  form  of  versets  or  variations 
based  on  plainsong.  Le  Magnificat  (1626)  con- 
tains eight  ingeniously  crafted  cycles  of  versets. 

Trichct,  Pierre  ( 1 586/7—?  1 644).  Provincial 
collector  of  musical  instruments  and  the 
author  of  the  incomplete  Traite  des  instruments 
de  musique.  Trichet  was  a  remarkable  man,  a 
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lawyer  in  the  Parliament  of  Bordeaux,  the 
author  of  tragedies,  epigrams  and  poetry,  and 
an  authority  on  witchcraft.  While  his  Traite  is 
less  useful  than  the  treatises  on  instruments 
published  by  Praetorius  and  Mersenne  (with 


Franc  e  2  Provinces 

whom  Trichet  corresponded),  it  makes  ref- 
erence to  a  wealth  of  literary  sources,  ancient 
and  modern,  from  outside  the  usual  musical 
sphere,  and  hence  is  of  great  interest  to 
present-day  scholars. 
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During  the  17th  and  18th  centuries,  the  geographical  area  which  comprised  the 
German-speaking  lands  was  extensive  and  disparate.  Towns  and  cities  on  the  Baltic 
coast  which  are  now  in  the  Soviet  Union  were  once  part  of  Protestant  Germany  (for 
example  Kaliningrad,  formerly  Konigsberg),  as  were  cities  as  far  south  as  Nuremberg 
and  Stuttgart.  Moreover,  the  influence  of  the  German-speaking  lands  was  of  con- 
siderable importance  in  the  Scandinavian  countries,  where  German  Lutheranism 
was  firmly  established.  At  the  end  of  the  Middle  Ages,  the  German-speaking  lands 
were  a  group  of  autonomous  states,  each  with  its  own  ruler,  w  ith  no  single  focus  of 
political  or  cultural  activity.  However,  the  states  were  still  loosely  bound  together 
by  the  Holy  Roman  Empire.  Originally  founded  by  Charlemagne  to  defend  the 
cause  of  Christianity  in  the  West,  the  empire  had  lost  much  of  its  relevance  by  the 
end  of  the  xMiddle  Ages,  owing  to  the  reduced  threat  from  the  Moors  and  the  Turks. 
One  important  and  distinctive  feature  of  the  empire  which  did  remain  was  the 
presence  throughout  the  German-speaking  lands  of  imperial  cities  -  cities  which 
were  governed  not  by  the  local  nobility  but  by  the  Holy  Roman  Emperor.  However, 
since  by  the  17th  century  the  emperor  wielded  negligible  authority,  these  cities  were 
effectively  self-governed,  a  fact  that  added  to  the  political  complexity  of  Germany 
at  this  time.  Unaffected  by  the  prohibitive  taxation  inflicted  by  the  nobility  upon 
most  towns  and  cities,  trade  in  the  imperial  cities  was  able  to  flourish.  Fortune- 
hunters  appeared  from  all  over  Europe,  and  some  of  the  wealthier  tradesmen  were 
even  in  a  position  to  lend  money  to  the  nobility.  Life  in  Hamburg,  for  example,  was 
dominated  by  financial  matters  to  such  an  extent  that  one  17th-century  prayerbook 
carried  details  of  the  stock  exchange,  and  showed  a  picture  of  stockbrokers  on  its 
title  page.  The  organist  who  was  appointed  to  the  Jakobikirche  in  1720  was  described 
by  one  contemporary  journalist  as  being  able  to  improvise  more  successfully  with 
his  money  than  with  his  fingers.  However,  despite  their  freedom  from  the  nobility, 
the  imperial  towns  were  neither  havens  of  democracy  nor  of  capitalism;  authority 
lay  with  a  council  of  town  officials  whose  presence  was  determined  either  by 
hereditary  status  or  by  wealth,  and  trade  was  restricted  by  the  continuing  strength 
of  the  medieval  trade  guilds. 

At  the  beginning  of  the  17th  century,  the  German-speaking  lands  constituted  one 
of  the  most  prosperous  regions  of  Europe.  In  the  16th  century  trade  had  been  based 
on  the  metal  industries,  concentrated  on  the  main  imperial  towns  of  the  south-west 
such  as  Frankfurt  and  Nuremberg,  but  by  the  turn  of  the  17th  century  trading 
interests  were  moving  towards  agriculture  and  the  linen  industry,  bringing  about  a 
significant  increase  in  the  prosperity  of  the  eastern  lands.  Important  links  emerged 
between  the  Baltic  ports  (such  as  Danzig  -  now  the  Polish  city  Gdansk  -  Rostock, 
Ltibeck  and  Hamburg)  and  the  major  ports  of  southern  Europe,  particularly  Venice, 
the  northerners  exchanging  their  grain  and  linen  for  the  exotic  products  of  the 
south,  such  as  fruit  and  spices.  The  main  trading  route  across  land  between  north 
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and  south  gravitated  from  Frankfurt  and  the  Rhineland  to  the  newly  flourishing 
area  of  Leipzig  and  the  river  Elbe,  with  Hamburg  at  its  mouth.  Such  trading 
connections  form  an  important  background  to  the  close  stylistic  links  between  the 
music  of  Hamburg  and  Venice  in  the  early  17th  century:  for  example,  between  the 
polychoral  style  of  composers  such  as  Andrea  and  Giovanni  Gabricli  and  that  of 
Michael  Praetorius. 

In  1 61 8,  however,  an  uprising  in  Bohemia  precipitated  the  Thirty  Years  War,  a 
bitter  conflict  which  threatened  the  trading  activity  of  all  the  German-speaking 
lands.  Many  historians  have  attempted  to  piece  together  an  accurate  picture  of  the 
extent  of  the  devastation  caused  by  the  war,  some  estimating  that  it  took  over  a 
hundred  years  for  the  population  to  restore  itself  to  its  pre-war  level,  but  even  the 
most  optimistic  accounts  indicate  much  hardship  from  sieges,  massacres  and  plagues. 
During  the  course  of  the  war  the  fate  of  the  German  lands  fell  increasingly  into  the 
hands  of  foreign  powers.  Denmark,  Sweden  and  France  each  in  turn  proclaimed 
themselves  the  defenders  of  the  north  German  Protestant  lands  against  the  advancing 
armies  of  the  Catholic  south,  although  the  presence  of  foreign  troops  was  treated 
with  only  guarded  acceptance  by  the  German  people.  At  the  conclusion  of  the 
conflict,  France  ensured  the  maintenance  of  the  disunity  of  the  German-speaking 
lands  so  that  they  would  remain  susceptible  to  French  influence  and  even  invasion. 
The  Rhineland  was  thus  a  highly  vulnerable  region  (one  of  the  major  factors  in  its 
decline  as  an  important  trading  route),  and  it  was  only  the  collaboration  of  the  other 
major  European  powers  that  prevented  France  from  realizing  her  expansionist 
desires.  The  hardship  endured  by  the  German  people  during  the  Thirty  Years  War 
affected  every  aspect  of  German  life,  including  music.  The  writings  of  the  Dresden 
Kapellmeister  Heinrich  Schiitz  make  frequent  reference  to  the  difficulties  faced  by 
musicians  at  this  time.  One  notable  musical  feature  of  this  period  was  the  prominence 
of  sacred  works  for  a  few  voices  and  continuo,  a  reflection  of  the  generally  sparse 
forces  available  for  music-making  during  the  war. 

With  a  fortunate  outcome  at  the  Peace  of  Westphalia  in  1648,  and  the  demise  of 
Sweden's  influence  south  of  the  Baltic,  the  north-eastern  state  of  Brandenburg 
became  increasingly  powerful  during  the  second  half  of  the  century,  aided  by  its 
expanding  economy.  On  the  acquisition  of  Prussia,  the  Elector  of  Brandenburg 
became  the  first  King  of  Brandenburg-Prussia,  and  Berlin  emerged  as  an  important 
political  and  cultural  centre.  The  third  king,  Frederick  the  Great,  was  not  only  the 
pivotal  character  behind  what  were  arguably  the  two  most  significant  developments 
in  the  history  of  18th-century  Germany  -  the  rise  to  a  major  European  power  of 
Brandenburg-Prussia,  and  the  impact  of  the  Enlightenment  -  but  was  also  one  of 
Europe's  most  zealous  and  fascinating  patrons  of  music. 

The  German  musician  was  faced  with  the  possibility  of  employment  in  two  very 
different  environments  -  a  court,  as  an  employee  of  the  ruling  nobleman,  or  a  town 
or  city,  as  an  employee  of  the  town  council  or  the  church. 

By  comparison  with  other  European  courts,  the  German  courts  were  exceptional 
in  their  cosmopolitan  nature,  being  dominated  by  Italian  and  French  culture.  To 
the  aspiring  German  noblemen  Italy  represented  all  that  was  enviable  in  terms  of 
art,  whilst  the  French  court  at  Versailles  provided  the  model  for  the  style  and 
manners  of  their  courtly  society.  Foreign  musicians  had  been  welcomed  at  the 
German  courts  long  before  the  17th  century,  but  with  the  improving  fortunes  of 
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Italian  music  in  the  16th  century  and  the  acknowledged  supremacy  of  Italy  in  other 
forms  of  art,  Italian  musicians  became  the  most  popular.  If  Germans  tended  to  Mil 
the  ranks  of  the  instrumentalists  at  the  courts,  the  Italians  were  in  demand  chiefly 
as  singers,  but  they  also  held  many  of  the  top  Kapellmeister  posts.  The  principal 
reason  for  this  was  the  fashion  for  opera,  the  genre  that  otfcred  rulers  the  most 
complete  artistic  expression  of  their  own  power  and  influence.  Since  the  duties  of 
the  Kapellmeister  usually  included  responsibility  for  the  music  of  the  Italian  operas 
performed  at  court,  Italians  were  extremely  eligible  for  such  posts.  Vast  sums  of 
money  were  spent  on  all  aspects  of  operatic  production,  and  rival  rulers  vied  with 
each  other  to  attract  the  best  Italian  musicians  by  offering  large  salaries.  Antonio 
Sartorio,  the  Italian  Kapellmeister  at  the  court  of  Hanover,  received  a  salary  of  600 
thalers  in  1667,  whilst  his  two  German  assistants  received  in  the  same  year  only  300 
and  220  thalers.  Even  the  Italian  scribe  at  the  Dresden  court  in  1680  received  a 
higher  income  than  the  German  organist.  By  the  early  18th  century,  the  situation 
had  become  ludicrous.  The  top  salary  awarded  to  a  German  musician  at  the  Dresden 
court  in  17 17  was  1200  thalers,  whereas  the  leading  seven  Italian  musicians  collected 
a  combined  total  of  32,000  thalers,  averaging  over  4500  thalers  each.  At  some  places 
Italians  were  also  employed  as  instrumentalists  -  usually  violinists.  One  such 
example  is  the  violinist  Giuseppe  Torelli  who  worked  at  the  court  of  Ansbach.  Many 
courts  experienced  difficult  relations  between  the  Italian  and  German  musicians. 
Dresden  witnessed  several  disputes:  in  1666  Christian  Dedekind  formed  a  group  at 
the  court  specifically  for  German  musicians,  known  as  the  Kleine  deutsche  Musik, 
but  he  eventually  resigned;  and  Johann  Heinichen's  quarrel  with  some  Italian  singers 
led  to  an  opera's  being  temporarily  disbanded.  The  writer  and  musician  Johann 
Mattheson  complained  that  Italian  musicians  made  all  the  money  and  then  returned 
to  Italy,  and  published  in  his  Hamburg  journal  an  anonymous  letter  from  Berlin 
which  deplored  the  customary  blind  adulation  of  foreigners  at  the  expense  of 
indigenous  talent. 

The  increasing  importance  of  all  aspects  of  French  court  life  at  the  German  courts 
from  the  middle  of  the  17th  century  was  in  part  due  to  the  outcome  of  the  Thirty 
Years  War,  in  which  France  had  acted  as  the  chief  guarantor  of  the  safety  of  the 
independent  German  states.  It  became  common  for  young  German  noblemen  to  be 
sent  to  the  French  court  in  order  to  acquire  its  manners,  dress  and  language,  and 
some  naturally  gained  a  taste  for  its  music.  The  Count  of  Promitz,  having  experienced 
such  visits  himself,  commissioned  Gcorg  Philipp  Telemann  to  compose  overtures 
in  the  French  style,  and  Duke  Ernst  Ludwig,  resident  at  Darmstadt,  himself 
composed  a  set  of  Douze  suites  et  symphonies.  Frenchmen  were  employed  at  the 
German  courts  mainly  for  comedy  acting  and  dancing,  but  French  musicians  also 
found  work  there,  often  as  part  of  an  acting  or  dancing  troupe,  such  as  that  engaged 
by  the  Dresden  court  in  1708,  which  comprised  seven  men  and  six  women  who 
mainly  sang  and  danced,  and  four  violinists.  Probably  the  most  successful  French- 
man in  Germany  was  the  violinist  Jean  Baptiste  Volumier,  who  was  Konzertmeister 
in  charge  of  dance  music  at  the  Berlin  court  in  the  1690s  and  subsequently  director 
of  the  court  orchestra  at  Dresden.  Whereas  most  German  musicians  who  travelled 
abroad  to  study  during  the  17th  century  went  to  Italy  (of  whom  the  most  famous 
was  Heinrich  Schiitz),  for  some,  France  became  an  increasingly  attractive  alternative. 
Johann  Kusser,  who  worked  at  the  Ansbach  court  and  later  at  the  Hamburg  opera 
in  the  late  17th  century,  had  formerly  studied  for  six  years  with  Jean-Baptiste  Lully 
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in  Paris,  calling  himself  Jean  Cousser.  Both  Volumier  and  Kusser  became  particularly 
famous  for  introducing  to  Germany  the  high  standard  of  orchestral  playing  at  the 
French  court. 

With  the  Italian  dominance  of  opera  and  the  vogue  for  things  French,  German 
musicians  often  faced  considerable  competition  for  their  livelihood  at  the  courts. 
However,  all  musicians  were  subject  to  the  whims  of  their  court  employer,  who 
could  increase  or  cut  back  expenditure  on  music  without  a  moment's  notice.  Music 
was  just  another  aspect  of  court  finance,  although  it  was  naturally  of  more  importance 
to  some  patrons  than  others.  Frederick  the  Great  provides  many  examples  of  both 
the  advantages  and  disadvantages  of  the  system  of  courtly  patronage.  On  the  one 
hand,  he  avidly  continued  the  work  of  Friedrich  Wilhelm  I  in  establishing  Berlin 
as  a  major  musical  centre,  to  the  point  where  it  rivalled  the  longstanding  supremacy 
of  the  Dresden  court  in  musical  excellence.  He  was  also  exceptional  in  his  enthusiastic 
promotion  of  German  composers,  offering  them  unprecedented  levels  of  pay.  But 
against  these  positive  features  must  be  placed  the  disadvantage  of  the  restricted 
nature  of  his  musical  outlook.  The  musical  life  of  the  Berlin  court  effectively  stood 
still  during  the  course  of  his  reign,  since  he  tolerated  the  music  of  only  a  handful 
of  composers,  in  particular  Carl  Heinrich  Graun,  Johann  Adolf  Hasse  and  Johann 
Joachim  Quantz.  When  Charles  Burney  visited  the  court  in  the  1770s  he  was 
astonished  to  find  a  musical  style  which  was  over  30  years  out  of  date.  Frederick 
considered  French  music  worthless,  and  Italian  music  meaningless  beyond  its  role 
as  a  harmless  vehicle  for  the  prowess  of  Italian  singers.  With  regard  to  German 
singers  he  is  credited  with  the  remark  that  he  would  as  soon  expect  to  receive 
pleasure  from  the  neighing  of  his  horse.  In  this  climate  a  musician  seeking  originality, 
such  as  C.  P.  E.  Bach,  had  little  future.  By  contrast  with  the  enormous  salaries 
offered  to  Graun  and  Quantz,  Bach's  income  remained  meagre  throughout  his  time 
at  the  court,  and  he  suffered  the  humiliation  of  seeing  a  deputy  harpsichordist 
appointed  on  twice  his  salary.  The  frustration  of  Franz  Benda's  years  at  the 
Berlin  court  can  be  inferred  from  the  comment  in  his  autobiography  that  he  had 
accompanied  the  flautist-monarch  in  concertos  at  least  ten  thousand  times. 

The  principal  benefits  to  be  derived  from  court  employment  were  the  wide  range 
of  musical  opportunities,  from  church  music  to  opera,  the  possibility  of  a  handsome 
wage,  and,  perhaps  most  important  for  a  creative  musician,  contact  with  many  other 
musicians,  both  German  and  foreign.  The  prestige  offered  by  court  employment  is 
evident  from  the  way  that  musicians  in  town  or  church  employment  who  held 
honorary  court  titles  tended  to  sign  themselves  first  with  their  honorary  titles 
and  only  second  with  that  of  their  actual  employment.  Examples  include  Johann 
Mattheson,  who  was  able  to  sign  himself  as  Kapellmeister  to  the  Duke  of  Schleswig- 
Holstein,  and  J.  S.  Bach,  who  during  his  time  at  Leipzig  gathered  the  titles  of 
Kapellmeister  to  the  Prince  of  Saxe-Weissenfels  and  the  Prince  of  Anhalt-Cothen, 
and  Royal  Polish  and  Electoral  Saxon  Court  Composer. 

The  German  musician  who  found  work  in  a  town  or  city,  away  from  the 
affectations  and  rarefied  atmosphere  of  court  life,  lived  amongst  ordinary  German 
people  who  had  no  particular  predilection  for  foreign  matters  beyond  possibilities 
for  trade,  and  was  subject  to  the  generally  more  stable  authority  of  a  town  council. 
Since  the  Middle  Ages  most  prosperous  German  towns  and  cities  could  boast  a 
permanent  band  of  musicians,  financed  by  the  town  council.  During  the  17th  century 
such  bands  usually  numbered  about  seven  players,  although  their  ranks  were  often 
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increased  for  special  occasions  by  the  addition  of  apprentice  musicians  and  amateurs. 
All  kinds  of  instruments  were  employed  by  the  town  musicians,  from  flutes  and 
violins  to  horns  and  trumpets,  but  the  musical  scope  of  the  groups  was  inevitably 
limited  by  the  fact  that  their  main  function  was  the  provision  of  dance  music  and 
fanfares.  However,  in  certain  places  the  leadership  of  able  musicians,  such  as  Johann 
Schop  in  Hamburg  or  Johann  Christoph  Pezel  in  Leipzig,  brought  a  considerable 
reputation  to  their  groups,  and  did  much  to  improve  the  generally  poor  impression 
of  town  musicians  held  by  the  church  and  court  musicians.  Quantz  provides  a  fairly 
isolated  example  of  a  famous  musician  who  began  his  career  in  a  town  band,  in  his 
case  that  of  Merseburg. 

Apart  from  domestic  music-making,  chamber  and  ensemble  music  in  the  towns 
centred  on  groups  of  amateurs  and  interested  professionals  who  met  together,  usually 
under  the  title  of  a  collegium  musicum.  Such  groups  sprang  up  all  over  Germany 
during  the  17th  century,  and  were  often  based  in  the  popular  town  coffee  houses. 
The  collegium  musicum  founded  in  Hamburg  in  1660  by  the  organist  of  the 
Jacobikirche,  Matthias  Weckmann,  had  up  to  50  members.  It  performed  the  latest 
music  from  all  over  Europe,  including  much  Italian  music.  In  some  places  a  wealthy 
private  citizen  played  host  to  a  concert  series,  such  as  that  organized  by  the  Imperial 
Ambassador  in  Hamburg  on  Sundays  in  1700.  University  students  were  another 
source  of  music-making,  which  often  went  beyond  their  traditional  diet  of  drinking 
songs.  As  a  law  student  in  Leipzig,  Gcorg  Philipp  Telemann  formed  a  particularly 
lively  collegium  musicum  from  amongst  his  fellow  students.  Besides  giving  regular 
concerts,  this  group  of  up  to  40  singers  and  instrumentalists  also  took  part  in 
performances  at  the  opera  house  and  services  at  the  university  church. 

The  chief  musical  post  on  offer  in  the  towns  and  cities  was  that  of  Stadtkantor. 
Each  place  developed  its  own  set  of  duties  for  the  holder  of  this  post,  and  a  variety 
of  titles  was  used,  but  the  Stadtkantor  usually  held  responsibility  for  the  music  at 
all  the  main  churches,  taught  at  the  central  school,  and  directed  the  music  at  all  the 
major  civic  and  ecclesiastical  occasions.  The  problems  associated  with  the  holding 
of  such  a  post  usually  resulted  from  the  extent  and  nature  of  the  Stadtkantor\ 
authority.  He  had  to  maintain  good  relations  principally  with  the  town  council,  but 
also  with  his  assistants  at  the  various  churches,  the  organists,  the  town  and  church 
instrumentalists,  and  the  Rektor  (headmaster)  of  the  school.  In  this  last  case, 
problems  appear  to  have  been  particularly  common.  J.  S.  Bach  held  a  lengthy 
dispute  with  the  Rektor  of  the  Thomasschulc  in  Leipzig  about  authority  over  the 
choristers,  and  Samuel  Scheidt  had  experienced  difficulties  a  century  earlier  in 
nearby  Halle.  In  Frankfurt  and  Nuremberg  the  school  duties  fell  to  a  separate 
Kantor,  and  the  chief  musician  was  known  as  the  town  Kapellmeister.  This  situation 
may  well  have  appeared  attractive  to  musicians  elsewhere  in  Germany.  At  the  time 
when  Bach  applied  for  the  post  of  director  chori  musici  in  Leipzig  and  Kantor  of  the 
Thomasschule  in  1722,  a  number  of  applicants  for  the  post  objected  to  the  require- 
ment that  they  should  teach  Latin  at  the  school.  Bach  surmounted  the  problem  by 
offering  to  pay  a  deputy  for  this  duty.  But  even  in  Frankfurt  there  could  be 
occasion  for  dispute  between  the  Kapellmeister  and  the  Rektor,  as,  for  example,  when 
Kapellmeister  Johann  Herbst  argued  with  the  Rektor  over  whether  the  school  Kantor 
should  be  allowed  to  direct  some  of  the  music  in  church. 

Opera  achieved  only  limited  success  as  a  commercial  venture  in  a  few  of  the  more 
prosperous  cities,  and  the  authorities  generally  considered  it  unsuitable  for  the 
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Stadtkantor  to  be  involved  with  such  enterprises.  It  was  the  Dresden  court 
Kapellmeister  Nicolaus  Strungk  who  was  given  authority  to  direct  the  opera  house 
in  Leipzig  when  it  opened  in  1693.  A  notable  exception  was  Georg  Philipp 
Telemann,  who  in  1722  became  both  Stadtkantor  and  director  of  the  opera  in 
Hamburg  despite  having  initially  been  banned  from  operatic  involvement. 

The  differing  environments  and  opportunities  afforded  by  court  and  town  employ- 
ment led  many  musicians  to  move  from  one  form  of  employment  to  the  other.  Bach 
moved  from  court  posts  at  Weimar  and  Cothcn  to  the  chief  town  post  at  Leipzig, 
but  subsequently  entertained  thoughts  of  returning  to  a  court  position,  particularly 
during  his  recurrent  disputes  with  the  town  council.  In  a  letter  to  an  old  school 
friend  working  in  Danzig,  Bach  tells  of  his  arrival  in  Leipzig,  where  prospects 
seemed  good: 

But  since  (1)  I  find  that  the  post  is  by  no  means  so  lucrative  as  it  had  been  described  to  me; 
(2)  I  have  failed  to  obtain  many  of  the  fees  pertaining  to  the  office;  (3)  the  place  is  very 
expensive;  and  (4)  the  authorities  are  odd  and  little  interested  in  music,  so  that  I  must  live 
amid  almost  continual  vexation,  envy,  and  persecution;  accordingly  I  shall  be  forced,  with 
God's  help,  to  seek  my  fortune  elsewhere.1 

Bach  was  particularly  envious  of  the  musical  life  of  the  Dresden  court  (see  Plate  8), 
where  he  eventually  at  least  held  an  honorary  title.  In  a  note  to  the  Leipzig  town 
council  Bach  again  mentions  the  problem  of  poor  wages: 

. . .  one  need  only  go  to  Dresden  and  see  how  the  musicians  there  are  paid  by  His  Royal 
Majesty;  it  cannot  fail,  since  the  musicians  are  relieved  of  all  concern  for  their  living,  free 
from  chagrin,  and  obliged  each  to  master  only  a  single  instrument:  it  must  be  something 
choice  and  excellent  to  hear.2 

Bach  touches  on  another  difficulty  here:  the  fact  that  most  town  musicians  were 
expected  to  be  fluent  on  a  number  of  instruments.  Johann  Quantz,  during  his 
apprenticeship  at  Merseburg,  studied  no  fewer  than  eleven  instruments,  although 
he  specialized  in  just  three:  violin,  oboe  and  trumpet.  Quantz  himself  was  made 
aware  of  the  shortcomings  of  the  system  when  he,  like  Bach,  had  the  good  fortune 
to  travel  to  the  Dresden  court.  Although  Quantz  went  on  to  become  one  of  the 
richest  German  court  musicians  of  his  day,  he  was  not  insensitive  to  the  problems 
of  tow  n  musicians.  Whilst  commenting  on  what  he  saw  as  a  decline  in  the  standard 
of  organ  playing  in  Germany  at  this  time,  Quantz  points  out  that  'the  much  too 
small  wages  at  most  places  provide  a  poor  inducement  for  application  to  the  science 
of  organ  playing'.3  Bach  was  probably  delighted  when  his  son  Carl  Philipp  Emanuel 
secured  a  post  at  the  newly  prestigious  Berlin  court,  but  on  account  of  his  poor 
treatment  there  C.  P.  E.  Bach  eventually  sought  a  town  post;  in  1755  he  failed  to 
obtain  the  post  formerly  held  by  his  father  at  Leipzig,  but  in  1768  he  followed  his 
godfather  Telemann  as  Stadtkantor  in  Hamburg. 

A  significant  factor  for  organists  was  that  the  most  famous  organs  in  Germany 
were  generally  to  be  found  in  the  spacious  surroundings  of  the  large  tow  n  churches, 
rather  than  in  the  court  chapels.  Some  churches  even  had  two  large  instruments. 
During  Dieterich  Buxtchude's  tenure  of  the  post  of  organist  at  the  Marienkirche  in 
Liibeck,  even  the  smaller  of  the  two  organs  was  equipped  with  three  manuals,  pedals 
and  38  stops.  On  at  least  two  occasions  J.  S.  Bach  was  tempted  to  leave  court 
employment  for  such  a  post,  one  at  the  Liebfrauenkirche  in  Halle,  where  plans  were 
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afoot  for  a  major  rebuild  of  the  organ,  and  the  other  at  the  Jakobikirche  in  Hamburg, 
which  housed  one  of  Germany's  most  celebrated  instruments. 

In  the  17th  century,  German  society  was  dominated  at  all  levels  by  religion.  Well 
over  a  hundred  years  after  the  Reformation,  German  intellectual  life  continued  to 
be  centred  on  traditional  theological  matters  at  a  time  when  the  new  doctrines  of 
the  Age  of  Reason  were  gaining  much  ground  elsewhere  in  Europe.  One  of  the  main 
reasons  why  music  flourished  above  almost  all  other  forms  of  artistic  activity  in 
Germany  during  the  17th  century  was  that  Martin  Luther  had  held  strong  views 
on  the  importance  of  music.  He  considered  music  the  greatest  treasure  in  the  world 
next  to  the  Word  of  God,  and  repeatedly  laid  stress  on  the  immense  value  of  music 
as  an  integral  part  of  divine  worship.  The  central  position  of  music  in  the  Lutheran 
liturgy  meant  that  music  was  less  susceptible  to  the  destructive  effects  of  the  Thirty 
Years  War  than  some  forms  of  art.  The  strength  of  Lutheranism  also  supported  the 
production  of  religious  poetry  in  this  period,  and  religious  music  and  poetry  came 
together  in  some  forms  of  church  music  and  also  in  songs  for  domestic  use.  Books 
of  religious  songs  enjoyed  an  enormous  popularity  in  Germany  during  the  17th 
century,  and  accounted  for  a  large  proportion  of  music  publishing. 

In  the  latter  half  of  the  17th  century  Lutheranism  found  itself  increasingly  under 
attack  from  Calvinism.  The  C^alvinists  had  gained  a  firm  foothold  in  the  German- 
speaking  lands  when  they  were  granted  equal  rights  with  the  Lutheran  majority  at 
the  end  of  the  Thirty  Years  W  ar.  They  objected  to  the  elaborate  church  music  of 
the  Lutherans,  whether  the  lengthy  motets  or  the  frequent  chorale  improvisations 
from  the  organists,  as  they  were  afraid  that  the  music  might  become  an  end  in  itself 
rather  than  a  means  of  praising  God.  The  same  objection  was  also  raised  within  the 
Lutheran  church  by  the  Pietist  movement.  Many  prominent  Lutheran  musicians 
became  involved  with  this  movement  and  composed  sacred  songs,  often  in  direct 
collaboration  with  a  Lutheran  poet,  as  in  the  case  of  the  organist  Nikolaus  Hasse 
and  Pastor  Heinrich  Miiller  in  Rostock. 

While  religious  songbooks  for  domestic  use  were  obviously  not  a  matter  for 
religious  dispute,  opera  certainly  was.  It  was  considered  by  many  to  be  a  corrupting 
influence  on  account  of  its  customary  adoption  of  secular  subject  matter,  in  particular 
Greek  mythology.  The  opera  house  in  Berlin  was  condemned  as  'the  Devil's  ChapeP, 
and  denounced  for  its  use  of  effeminate  foreigners  in  depraved  music  and  wild 
French  dance.  The  Calvinists  rejected  all  aspects  of  opera,  including  its  music.  By 
contrast,  many  Lutherans  welcomed  opera  to  Germany,  and  hoped  that  composers 
of  church  music  would  take  advantage  of  the  new  musical  styles  that  it  brought. 
Just  as  some  Catholic  motets  were  sung  in  Lutheran  churches  with  revised  texts, 
so  favourite  operatic  arias  came  to  be  performed  with  religious  texts  substituted. 
The  Leipzig  theologian  G.  E.  Schcibcl  saw  no  reason  why  a  church  congregation 
should  not  be  moved  to  tears  with  powerful  music  in  the  same  way  as  the  audience 
at  an  opera  house;  one  of  the  leading  figures  in  the  establishment  of  the  opera  house 
at  Hamburg  was  the  Pastor  of  the  Catharinenkirchc,  H.  E.  Elmenhorst.  Even  so, 
commercial  opera  houses  were  always  founded  in  the  face  of  considerable  religious 
opposition. 

The  chequered  history  of  opera  in  Germany  reveals  much  about  German  culture 
and  society  in  this  period.  In  France,  composers  were  able  to  draw  upon  a  rich 
tradition  of  indigenous  secular  literature,  but  German  composers  had  no  equivalent 
tradition  from  which  to  build  a  German  form  of  opera.  The  operas  performed  in 
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Germany  were  mostly  sung  to  Italian  librettos,  either  in  Italian  or  in  complete  or 
partial  translation,  but  the  tales  of  classical  mythology  held  little  interest  for  most 
of  German  society.  At  the  commercial  German  opera  houses,  such  as  that  in 
Hamburg  (founded  1678),  Italian  opera  initially  delighted  with  its  novelty  and 
spectacle,  but  then  failed  to  sustain  the  public's  interest,  causing  a  number  of  opera 
houses  to  close.  Some  attempt  was  made  to  found  a  German  form  of  opera  based 
on  religious  themes,  but  this  was  overshadowed  and  eventually  eclipsed  by  the 
growing  popularity  of  the  oratorio  and  cantata.  It  is  perhaps  significant  that  the  two 
most  successful  German  operatic  composers  of  the  early  and  mid  18th  century  - 
Johann  Adolf  Hasse  and  George  Frideric  Handel  -  found  their  fame  mostly  outside 
Germany,  Hasse  in  Italy  and  Handel  in  England.  The  union  of  national  music  and 
literature  found  in  the  operatic  masterpieces  of  Lully  or  Alessandro  Scarlatti  is 
paralleled  in  Germany  not  by  anv  operatic  achievement,  but  by  the  Passions  of 
J.  S.  Bach. 

By  the  beginning  of  the  18th  century,  German  opinion  was  becoming  subject  to 
the  spirit  of  rationalism.  Many  devout  Lutherans  welcomed  the  fresh  attitudes 
fostered  by  the  philosophers.  The  musical  writings  of  Mattheson,  for  example, 
breathe  the  spirit  of  the  new  age.  He  argued  for  a  fundamentally  new  approach  to 
music  in  German  society,  and  saw  the  key  to  its  acceptance  as  being  a  change  in  the 
traditional  view  of  musical  education  which  held  as  its  main  aim  the  provision  of 
able  singers  for  the  chorales  on  Sundays.  He  wished  for  a  new  openness  towards 
music  in  all  its  aspects,  which  would  keep  up  with  the  latest  developments  in  music 
and  not  be  obsessed  with  the  past.  Mattheson  bemoaned  the  fact  that  music  could 
not  be  studied  as  an  independent  science  at  the  universities,  and  expressed  a  desire 
to  establish  an  endowment  for  a  professorial  chair  in  music  at  Leipzig.  However, 
he  also  commented  that  if  a  suitable  teacher  could  be  found  for  the  school  of  his 
home  town  (thus  at  a  more  fundamental  level  in  society),  he  would  like  that  ten 
times  more.  In  Hamburg,  Mattheson  found  himself  at  odds  with  a  less  progressively 
minded  Stadtkantor,  but  he  managed  to  find  a  refuge  for  his  views  at  the  cathedral, 
because  this  was  an  imperial  institution  and  therefore  outside  the  jurisdiction  of  the 
Stadtkantor.  Here  Mattheson  was  able  to  adopt  all  the  latest  developments  in  musical 
style,  and  also  to  employ  singers  from  the  opera,  pioneering  the  use  of  women  in 
church  music.  Mattheson's  radical  opinions  brought  him  into  confrontation  not 
only  with  members  of  the  Hamburg  establishment  but  also  with  traditionalists  all 
over  North  Germany.  A  pamphlet  appeared  from  the  theology  faculty  at  the 
University  of  Gottingen  which  condemned  Mattheson's  acceptance  of  the  new 
Uheatralisches  Kirchenmusic\  and  a  major  criticism  of  his  views  written  by  the  town 
organist  at  Erfurt  challenged  Mattheson's  questioning  of  traditional  music  theory. 
Mattheson  did  much  work  as  a  translator,  of  both  political  and  musical  documents, 
and  his  interest  in  philology  helped  to  establish  a  thorough  German  vocabulary  for 
musical  criticism.  In  his  Critica  musica,  the  first  German  music  periodical,  Mattheson 
reproduced  the  famous  articles  of  Raguenct  and  Lc  Ccrf  dc  La  Vieville  on  the 
relative  merits  of  French  and  Italian  music  in  both  the  original  French,  and,  in 
columns  opposite,  German  translation. 

The  writings  of  Mattheson  and  others  like  him  may  be  viewed  as  a  significant 
branch  of  the  revival  of  literature  in  18th-century  Germany.  In  addition  to  period- 
icals, major  dictionaries  and  biographical  works  appeared  during  the  course  of  the 
century,  as  well  as  treatises  on  performance,  and  these  placed  Germany  in  the 
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forefront  of  European  musical  literature.  Initially  the  leading  free  towns  of  Hamburg 
and  Leipzig  were  the  centres  for  the  new  publications,  but  with  the  accession  to 
the  Prussian  throne  of  Frederick  the  Great  in  1740,  Berlin  became  increasingly 
important. 

In  his  youth,  Frederick  the  Great  had  revelled  in  the  cosmopolitan  atmosphere 
of  the  Berlin  court,  and  in  particular  the  access  this  had  given  him  to  foreign  music, 
literature  and  philosophy  (see  Plate  9).  Although  his  uncultured  and  militaristic 
father  Friedrich  Wilhelm  I  had  suppressed  these  elements  at  court  to  some  extent, 
they  had  far  from  disappeared  altogether,  and  the  young  Frederick's  interests  were 
treated  with  great  sympathy  by  his  French  tutor  and  governess.  Friedrich  Wilhelm 
was  quite  unable  to  stifle  his  son's  interests,  although  his  attempts  to  do  so  were 
both  frequent  and  harsh.  Denounced  by  his  father  as  a  'flautist  and  poet'  -  a 
description  that  was  intended  to  be  wholly  derogatory  -  Frederick  boldly  signed 
himself  'Frederic  le  phtlosophe*  at  the  age  of  16,  and  soon  counted  the  likes  of  Voltaire 
amongst  his  friends  and  correspondents.  On  his  accession  to  the  throne,  Frederick 
began  to  transform  life  in  Berlin,  both  at  court  and  in  the  city,  changing  everything 
that  he  had  so  disliked  about  his  father's  rule.  A  new  opera  house  was  immediately 
commissioned  for  the  court,  and  new  freedoms  were  granted  to  the  ordinary  citizens 
of  Berlin.  The  radical  philosopher  Christian  Wolff  was  reinstated  as  a  professor  at 
the  University  of  Halle,  having  been  expelled  by  Friedrich  Wilhelm  I,  and  the  court 
Kapellmeister  Carl  Heinrich  Graun  was  sent  off  to  Italy  to  recruit  new  singers. 
Frederick's  liberal  religious  views  turned  Berlin  into  a  home  for  religious  refugees 
from  far  beyond  the  borders  of  Brandenburg-Prussia.  The  new  intellectual  and 
philosophical  environment  which  Frederick  the  Great  created  in  Berlin  formed  the 
background  to  Berlin's  new  role  as  the  chief  centre  of  musical  theory  and  criticism. 
The  performance  treatises  of  Johann  Quantz  and  C.  P.  E.  Bach  are  perhaps  the  two 
most  famous  musical  products  of  Frederick's  Berlin,  but  other  notable  contributions 
include  Friedrich  Wilhelm  Marpurg's  Der  critische  Musicus  an  der  Spreey  the  first 
journal  devoted  to  reviews  of  musical  compositions.  Frederick's  narrow  musical 
opinions  may  seem  inconsistent  with  his  liberalism  in  other  matters,  but  there  were 
a  number  of  contradictory  features  in  his  character.  The  youth  who,  under  the 
pretence  of  hunting,  would  hide  in  the  woods  playing  flute  ducts,  and  who  began 
his  military  training  by  wounding  himself  when  he  fell  off  his  horse  onto  his  own 
sword  in  full  view  of  the  army  generals,  went  on  to  become  one  of  Europe's  most 
powerful  and  respected  men.  He  far  excelled  the  military  exploits  of  his  father, 
despite  his  insistence  on  taking  his  flute  and  a  clavichord  with  him  on  his  conquests. 

The  political  disunity  of  the  17th-century  German-speaking  lands  caused  music, 
like  all  other  forms  of  art,  to  be  particularly  susceptible  to  foreign  influence.  Our 
understanding  of  German  music  of  this  period  is  constantly  illuminated  by  the 
examination  of  its  foreign  elements,  not  least  the  music  of  J.  S.  Bach,  where  different 
national  styles  are  sometimes  treated  separately  and  at  other  times  skilfully  combined. 
In  France,  Francois  Couperin  and  others  had  attempted  to  marry  the  French  and 
Italian  styles  to  create  a  higher  form  of  musical  art  (seen,  for  example,  in  works 
such  as  Couperin's  Les  gouts  reunis),  but  Johann  Quantz  claimed  for  the  Germans 
a  pre-eminent  role  in  the  ideal  of  the  union  of  national  styles: 

If  one  has  the  necessary  discernment  to  choose  the  best  from  the  styles  of  different  countries, 
a  mixed  style  (ein  vermischter  Geschmatk)  results  that,  without  overstepping  the  bounds  of 
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modesty,  could  well  be  called  the  German  style,  not  only  because  the  Germans  came  upon  it 
first,  but  because  it  has  already  been  established  at  different  places  in  Germany  for  many 
years,  flourishes  still,  and  displeases  in  neither  Italy,  nor  France,  nor  in  other  lands.4 

Geoffrey  Webber 
Gonville  and  Caius  College,  Cambridge 


Notes 

1  H.  T.  David  and  A.  Mendel:  The  Bach  Reader:  A  Life  ofjohann  Sebastian  Bach  in  Letters 
and  Documents  (New  York,  1945;  rev.  2nd  edn,  1966),  125. 

2  Ibid.,  p.  123. 

3  J.  J.  Quantz:  Versuch  einer  Anweisung  die  Flote  traversitre  zu  spielen  (Berlin,  1752);  Eng. 
trans,  and  ed.  E.  R.  Reilly:  On  Playing  the  Flute  (London,  1966),  339. 

4  Ibid.,  p.  341. 
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Abel.  Father  and  son  instrumentalists  and 
composers.  Clamor  Heinrich  (1634-96) 
served  as  a  v  iol  player  and  organist  at  the  Celle 
(1662-4)  and  Hanover  (1664-85)  courts,  and 
later  as  a  town  musician  at  Bremen  (1694  6). 
In  1674  he  published  a  collection  of  suites 
entitled  Erstlinge  musikahscher  Blumen.  His 
son,  Christian  Ferdinand  (a  683- 1737),  was  a 
viol  player  and  violinist  who,  after  serving  in 
the  army,  took  up  a  post  in  1715  at  the  court 
of  Prince  Leopold  of  Anhalt-Cothcn  where, 
two  years  later,  J.  S.  Bach  was  appointed 
Kapellmeister.  Most  probably,  Bach  composed 
his  sonatas  for  harpsichord  and  bass  viol  to 
play  with  Abel.  Christian  Ferdinand  was  the 
father  of  the  distinguished  viol  player  and 
colleague  of  J.  C.  Bach,  Carl  Friedrich  Abel 
(•723-87). 

Albert,  Heinrich  (1604-51).  Cousin  of  Hein- 
rich Schiitz,  he  was  an  organist  at  Konigsberg 
Cathedral  and  composer  of  eight  volumes  of 
popular  sacred  and  secular  Arien  (1638-50). 
As  a  young  man  he  assisted  his  cousin  at 
Dresden  before  reading  law  at  the  University 
of  Leipzig,  where  he  was  in  contact  with 
Schein.  He  spent  a  year  as  a  prisoner  of  the 
Swedish  army  and,  once  back  in  Konigsberg, 
put  his  experience  to  use  by  serving  two  years 
as  an  authority  on  the  science  of  fortification. 
However,  from  late  1630  he  worked  exclu- 
sively as  a  musician. 

Albert's  Arien  were  originally  composed  as 
occasional  works  and  are  annotated  in  the 
printed  volumes  with  dedicatees,  dates  and 
occasions;  most  are  short,  strophic  and  syl- 
labically  set,  though  others  -  such  as  that  for 
Martin  Opitz's  visit  to  Konigsberg  in  1638  - 
are  more  ambitious.  He  used  foreign  melodies 
as  well  as  his  own,  and  as  many  as  25  of  his 
became  chorales.  Of  particular  interest  are  his 
prefaces,  containing  valuable  information  on 
performing  practice,  including  nine  rules  of 
continuo  playing;  according  to  Johann  Mat- 
theson  (who  knew  these  prefaces),  Albert  was 
adamant  that  continuo  playing  should  not 
sound  'like  hacking  cabbage'. 

Baltzar,  Thomas.  See  British  ISLES  / 
London. 


Bohm,  Georg  (1 661-1733).  Organist  at  the 
Liineburg  Johanniskirche  and  composer  of 
chorale  partite.  Bohm  studied  with  pupils  of 
the  Bach  family  at  Ohrdruf,  Goldbach  and 
Gotha,  then  at  the  University  of  Jena  (1684). 
In  1693  he  was  in  Hamburg  where  he  came 
into  contact  with  J.  S.  Kusser,  J.  A.  Reincken 
and  Buxtehudc  (who  was  nearby  at  Liibeck 
and  greatly  influenced  Bohm's  keyboard 
style).  Five  years  later  he  succeeded  Christian 
Flor  at  Liineburg,  w  here  the  young  J.  S.  Bach 
studied  from  1700  until  1703. 

Bohm's  chorale  partite  were  conceived  for 
domestic  use,  for  the  harpsichord  rather  than 
the  organ.  He  particularly  favoured  variation 
form  (chorales  over  ground  basses).  For  the 
organ  he  composed  at  least  one  chorale 
fantasia,  preludes  and  fugues  (in  the  manner 
of  Buxtehude);  for  voices  he  composed  songs, 
Passions  and  sacred  cantatas. 

Bokemeyer,  Heinrich  ( 1670- 1 751).  Kantor, 
composer,  theorist  and  collector  whose  exten- 
sive library  of  books  and  music  is  now  part  of 
the  Deutsche  Staatsbibliothek  collection.  He 
studied  composition  w  ith  Georg  Osterreich  at 
Brunswick  where  in  1704  he  was  appointed 
Kantor,  a  post  he  also  held  at  Schleswig  ( 1 7 1 2- 
17)  -  where  he  learned  to  sing  'alia  siciliana' 
from  the  Italian  Kapellmeister  Bartolomeo 
Bernardi  -  and  Wolfenbuttel  (from  1717  until 
his  death). 

He  regularly  corresponded  with  J.  G. 
Walther  and,  in  1739,  joined  Mizler's  cor- 
responding society.  Bokemeyer  contributed  to 
Johann  Mattheson's  Critua  musica,  providing 
Mattheson  with  the  impetus  to  develop  his 
doctrine  of  melody,  thereby  exposing  the  tran- 
sition from  Baroque  to  Classical  styles.  See 
also  Northern  flropr  /  North  Germany, 
Osterreich,  Georg. 
Brade,  W  illiam  (1 560-1630).  English  viol  and 
violin  player,  known  as  a  fine  practitioner  of 
divisions,  and  composer  of  dances,  who 
worked  in  Germany  and  Denmark.  Brade's 
first  post  was  at  the  Brandenburg  court  1 1 590, 
whence  he  moved  to  the  court  of  King 
Christian  IV  in  Copenhagen  four  years  later, 
subsequently  dividing  his  time  between  the 
two  courts  until  1606.  Thereafter,  he  spent 
little  more  than  two  years  at  any  court  - 
Biickeburg,  Copenhagen,  Halle,  Gustrow, 
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Berlin  -  or  city:  he  served  as  a  city  musician 
in  Hamburg  (1608-10  and  1613-15),  where 
he  published  three  of  his  five  collections 
of  dances.  His  last  appointment  was  as 
Ho/kapellmeister  to  Duke  Friedrich  III  of 
Schleswig-Holstein  (1622-5),  after  which  he 
returned  to  Hamburg. 

Bressand,  Friedrich  Christian  (cib"jo- 
1699).  Poet  and  librettist  and  stage  director 
who  spent  his  short  career  working  at  the 
Brunswick-Wolfenbiittel  court.  Born  to  ser- 
vants in  the  household  of  the  Margrave  of 
Baden-Durlach,  Bressand  possessed  literary 
gifts  that  were  quickly  recognized  and 
nurtured.  He  gained  an  appointment  as  sec- 
retary to  Duke  Anton  Ulrich  of  Brunswick 
and  from  1690  until  1699  he  was  actively 
involved  in  court  opera  productions,  pro- 
viding J.  S.  Kusser,  Reinhard  Keiser,  J.  P. 
Krieger,  G.  C.  Schurmann,  P.  H.  Erlebach 
and  Georg  Bronner  with  librettos  -  some  of 
which  were  translations  or  adaptations  of  plays 
by  Corneille  and  Racine.  Many  of  these  pro- 
ductions were  subsequently  mounted  by  the 
Hamburg  Opera. 

Bruhns,  Nicolaus.  See  Northern  el  rope  2 
Scandinavia. 

Burmeister,  Joachim  (1 564-1629).  A 
leading  theorist  who  developed  the  doctrine 
of  musical-rhetorical  figures  and  explored  the 
interrelationship  of  musica  practica,  musica 
poettca  and  musica  theorica  in  a  series  of  treat- 
ises at  the  turn  of  the  century,  of  which  Musica 
autoschediastike  (1601)  is  the  most  important. 
Burmeister  served  as  Kantor  of  the  Niko- 
laikirche  and  Marienkirche  at  Rostock  from 
1589  until  1593,  when  he  gained  a  master's 
degree  from  the  university  and  became  a 
collega  classicus. 

Buxtehude,  Dieterich  (1 637-1 707).  Scan- 
dinavian-born organist,  and  the  leading 
German  composer  between  Schiitz  and  Bach. 
From  1668  he  served  at  the  Marienkirche, 
Lubeck,  where  he  continued  and  expanded 
the  annual  scries  of  public  concerts  between 
Martinstide  and  Christmas  known  as  Abend- 
musiken  which  had  been  inaugurated  by  his 
predecessor  Franz  Tunder.  In  addition  to 
his  organ  duties,  Buxtehude  also  served  as 
Werkmetster  at  the  prestigious  Marien- 
kirche, charged  with  its  management.  Of  his 
life,  little  more  is  known  except  that  he  mar- 
ried Tunder's  daughter,  by  whom  he  had 
seven  daughters. 

Buxtehude  had  connections  the  circle 
around  J.  A.  Reincken  in  Hamburg  which 
included  Bernhard,  Weckmann  and  Theile  - 
he  is  depicted  with  Reincken  in  a  group 
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portrait,  painted  by  Johannes  Voorhout  in 
1674,  entitled  'Domestic  Music  Scene1  -  and 
was  sought  out  by  Johann  Mattheson,  Handel 
and  Bach  near  the  end  of  his  life.  Pachelbel 
dedicated  his  Hexachordum  Apollinis  (1699)  to 
him.  His  most  successful  pupils  were  Nicolaus 
Bruhns,  and  his  successor  and  son-in-law 
J.  C.  Schieferdecker.  He  travelled  very  little, 
yet  he  had  an  impressive  command  of  classical, 
Scandinavian  and  modern  European  lan- 
guages (French  and  Italian  as  well  as  German). 

Because  so  little  of  it  was  published,  much 
of  his  music  —  sacred  vocal  and  keyboard 
works  -  has  not  survived  and  is  impossible  to 
date;  of  the  99  works  preserved  in  the  Diiben 
collection  (Uppsala),  many  are  autographs; 
and  20  vocal  works  survive  in  the  Deutsche 
Staatsbibliothek  (Berlin).  Though  they  prob- 
ably never  met,  Gustav  Diiben,  Swedish  court 
Kapellmeister,  was  an  avid  collector  of  Bux- 
tehude's  music;  Buxtehude  in  turn  dedicated 
his  1680  cycle  of  seven  cantatas,  on  the  parts  of 
Christ's  body,  Membra  jfesu  nostri,  to  Diiben. 

Buxtchudc's  most  important  vocal  works 
were  his  German  cantatas,  incorporating 
instrumental  sonatas,  polychoral  concerto 
movements  and  strophic  arias  -  genres  to 
which  he  also  separately  contributed.  His 
chorale  settings  were  most  often  cantional  with 
instrumental  accompaniment  and  interludes. 
His  most  ambitiously  scored  work  was  a  Ben- 
edicam  Dominum  for  two  vocal  and  four  instru- 
mental choirs.  Only  three  oratorio  texts 
survive  as  testimony  to  the  music  he  composed 
over  the  years  for  the  Abendmusiken.  In 
addition  to  music  for  the  Marienkirche,  he  also 
composed  occasional  music,  of  which  eight 
wedding  pieces  survive. 

During  his  lifetime  Buxtehude's  keyboard 
music  was  widely  known  through  manuscript 
copies  (no  autographs  have  survived).  The 
Marienkirche  and  its  organ  were  destroyed  in 
World  War  II,  but  the  latter  is  known  to 
have  been  a  three-manual  instrument  with 
52  stops  -  15  for  the  pedals,  which  figure 
prominently  in  his  music.  Though  strongly 
associated  with  chorale  settings,  Buxtehude 
composed  a  large  number  of  free  works,  incor- 
porating improvisatory  sections  of  great  vir- 
tuosity and  highly  accomplished  fugues,  as 
well  as  ostinato  pieces  beloved  of  Bach,  and 
later,  Brahms.  His  chorale  settings  include 
preludes  used  to  introduce  congregational 
singing,  fantasias  and  sets  of  v  ariations  (much 
indebted  to  Sweelinck  and  Scheidt).  Bux- 
tehude also  composed  a  dance  suite  based  on 
a  chorale  melody  (Auf  memen  lieben  Gott)  for 
harpsichord;  five  other  sets  of  variations  and 
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19  French-influenced  suites  also  survive 
(although  those  depicting  the  nature  of  the 
seven  known  planets  do  not). 

Among  Buxtehude's  extant  music  are  20 
published  sonatas  for  one  or  two  violins,  viol 
and  continuo,  which  appeared  in  1694  and 
1696,  although  he  is  known  to  have  composed 
for  larger  ensembles.  The  trios,  in  a  free  style, 
make  considerable  technical  demands  upon 
the  violinist  and  viol  player,  and  provide  evi- 
dence of  the  calibre  of  players  he  had  at  his 
disposal. 

De  Grandis,  Vincenzo.  See  Italy  10  Itinerant 
Musicians. 

Farinel,  Jean-Baptiste.  See  France  /  Paris 
and  Versailles. 

Fischer,  Johann.  See  Northern  EUROPE  7 
Itinerant  Musicians. 

Flor,  Christian  (1626-97).  Organist  at  the 
Johanniskirche  in  Luneburg,  teacher,  organ 
adviser  and  song  composer.  His  strophic  songs 
on  texts  by  Johann  Rist  arc  eccentric  in  their 
use  of  remote  keys  and  experimental  metres, 
and  his  St  Matthew  Passion  (1668)  is  an  early 
example  of  the  genre.  Flor  w  as  associated  w  ith 
the  Johanniskirche  from  as  early  as  1658  (when 
he  played  the  harpsichord  in  Passion  per- 
formances); he  became  deputy  organist  in 
1668  and  principal  in  1676.  He  had  hoped  to 
succeed  his  colleague  Michael  Jacobi  as 
Kantor  in  1663,  but  the  post  went  to  Friedrich 
Funcke. 

Forster,  Kaspar.  See  Northern  EUROPE  7 
Itinerant  Musicians. 

Friderici,  Daniel  (1584- 1638).  Rostock  com- 
poser and  highly  respected  writer  on  music 
whose  treatise,  Musica  figuralis  (16 18),  was 
well  known  throughout  Germany.  I  le  studied 
in  a  number  of  North  German  cities,  lastly  at 
Rostock  University  (161 2),  before  accepting  a 
post  w  ith  Count  Anton  Giinther  of  Oldenburg 
in  161 4.  However,  in  1618  he  returned  to 
Rostock  as  Kantor  of  the  Maricnkirche,  pub- 
lished his  treatise  and  organized  the  music 
for  the  200th  anniversary  of  the  founding  of 
Rostock  University  (which  awarded  him  a 
master's  degree  in  recognition  the  following 
year).  He  was  eventually  appointed 
Kapellmeister  of  all  the  Rostock  churches  and 
became  a  leading  figure  there  for  the  rest  of 
his  life.  As  a  composer,  he  eschewed  chorales 
and  continuo  parts  (until  his  1633  collection 
of  secular  songs),  for  simple,  homophonic, 
text-orientated  settings. 

Funcke,  Friedrich  (1642-99).  Kantor  of  the 
Johanniskirche  in  Luneburg  for  30  years, 
composer  of  occasional  music  (such  as  his 
Danck-  und  Denck-Mahl,  a  concerto  com- 


memorating a  devastating  storm  in  1666),  and 
a  St  Matthew  (attributed)  and  a  St  Luke 
Passion  (1683).  Funcke  studied  theology  at 
Wittenberg  ( 1660-61 )  and  served  as  Kantor  at 
Perlcsberg  before  succeeding  Michael  Jacobi 
at  Luneburg  (1663),  where  he  tried  to  upgrade 
the  conditions  for  church  musicians  and  to 
have  German,  rather  than  Latin,  con- 
gregational hymns. 
Handel,  George  Frideric.  Sec  British  isles 
/  London. 

Harms,  Johann  Oswald.  See  Northern 
EUROPE  4  Saxony  and  Thuringia:  Dresden. 

Hertel,  Johann  Christian.  Sec  Northern 
elrope  4  Saxony  and  Thuringia. 

Jacobi,  Michael  (1618-03)  Well-travelled 
Kantor  at  the  Liincburg  Johanniskirche. 
Jacobi  studied  law  at  the  University  of  Stras- 
bourg ( 1 64 1 )  and  travelled  extensively  in 
Europe  before  taking  up  posts  as  Kantor  at 
Kiel  in  1648  and  Luneburg  three  years  later. 
He  provided  strong  leadership  at  Liincburg, 
raising  standards,  lobbying  the  city  fathers  for 
money  to  create  choral  scholarships,  to  hire 
instrumentalists,  and  to  purchase  music  and 
instruments.  Under  his  supervision  the  first 
Passions  were  performed  at  Luneburg.  Even 
before  he  went  to  Kiel  he  was  actively  col- 
laborating with  the  poet  Johann  Rist,  who 
insisted  on  simple  settings  that  would  have 
universal  appeal  and  rejected  the  stylish  tech- 
nique Jacobi  had  acquired  in  the  course  of  his 
study  abroad. 

Kunzen,  Johann  Paul  (1696- 1757).  Saxon 
singer,  instrumentalist,  composer  and  admin- 
istrator, whose  most  important  posts  were  as 
director  of  the  Hamburg  Opera  (1723-5)  and 
organist  and  overseer  of  the  Marienkirche  in 
Liibeck  (1732).  He  studied  with  Johann 
Kuhnau  and  Tclcmann  at  Leipzig  (1716—18) 
before  taking  up  the  post  of  Kapellmeister  at 
Zerbst.  Kunzen  had  been  a  child  prodigy  on 
the  organ  as  well  as  a  singer  and  violinist, 
and  undertook  concert  tours  during  the  early 
1 720s. 

While  director  of  the  Hamburg  Opera  he 
produced  a  Passion  and  several  operas;  when 
his  contract  ended  he  stayed  in  Hamburg, 
earning  a  living  as  a  private  music  teacher. 
During  1728-9  he  and  his  son  Adolph  Carl 
( 1 720  -8 1 )  travelled  to  England  where  he  met 
Handel  and  Pepusch.  At  Liibeck  from  1732, 
Kunzen  was  occupied  with  composing 
occasional  music  and  reorganizing  the  tra- 
ditional Advent  Abendmusiken  as  a  successful 
subscription  series.  In  1747  he  became  a 
member  of  Mizler's  corresponding  society. 
Meder,    Johann    Valentin    (1649-17 19). 
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Singer  and  organist  who,  after  a  number  of 
posts  in  North  Germany  and  Denmark, 
became  Kapellmeister  of  the  Marienkirche  in 
Danzig.  Meder  was  also  a  composer,  whose 
sacred  works  were  much  influenced  by  his 
contact  with  Buxtehude.  He  also  composed 
at  least  four  operas,  of  which  Die  besldndige 
Argenia  (1680)  was  dedicated  to  the  King  and 
Queen  of  Sweden,  and  Nero  became  the  first 
German  opera  to  be  performed  in  Danzig. 
However,  the  members  of  Danzig  city  council 
were  not  content  for  one  of  their  prominent 
churchmen  to  be  involved  in  the  theatre,  and 
Meder  lost  his  post  after  the  1698  per- 
formances of  Die  widerverehligte  Coelia. 

Osterreich,  Georg  (1664-1735).  Singer,  com- 
poser, music  collector  and  copyist  who 
initiated  the  'Bokemeyer'  collection  (the 
principal  manuscript  source  for  German  Prot- 
estant music  of  the  second  half  of  the  17th 
century  and  the  repository  of  unique  copies 
of  Italian  and  German  cantatas).  Ostcrrcich 
studied  at  Magdeburg,  Leipzig  (with  Johann 
Schelle  at  the  Thomasschule)  and  Hamburg 
(at  the  Johanneum). 

He  served  as  a  tenor  under  Johann  Thcile  at 
the  Brunswick-Wolfenbuttel  court  (1686-9) 
before  becoming  Kapellmeister  of  the  Schles- 
wig-Holstein  court  at  Gottorf,  where  he 
remained  until  1702,  except  for  a  two-year 
hiatus  as  Kapellmeister  in  Coburg.  He 
returned  to  Gottorf  when  the  new  Duke  Fried- 
rich  IV  (who  had  dismissed  the  musicians 
in  1694)  agreed  to  hire  more  musicians.  In 
1702  (on  the  death  of  Friedrich  IV)  he  moved 
back  to  Brunswick,  enjoyed  the  comfort  made 
possible  by  the  revenue  from  a  brewery  he  had 
inherited,  and  renewed  his  court  connections 
as  singer,  acting  Kapellmeister  and,  ultimately, 
court  Kan  tor. 

He  composed  sacred  concertos,  cantatas 
and  occasional  pieces  while  copying  hundreds 
of  sacred  and  secular  works  as  well  as  treatises 
on  the  practices  of  Carissimi  and  Schutz  by 
Bernhard.  Eventually  he  sold  his  collection  to 
a  friend  and  former  pupil,  Heinrich  Bok- 
emeyer; roughly  half  the  collection  survives. 

Pape,  Heinrich  (1609  63).  Organist  and  pro- 
lific songwriter  married  to  the  sister  of  the 
poet  Johann  Rist.  Pape  studied  at  Hamburg 
with  Jacob  Praetorius  before  taking  a  long- 
term  post  at  nearby  Altona  (1630-62);  at  the 
end  of  his  life  he  was  appointed  organist  at  St 
Jacobi  in  Stockholm  (1662). 

Pepusch,  Johann  Christoph.  See  British 
ISLES  /  London. 

Pfleger,  Augustin  (< 1635-1686).  Bohemian- 
born  Kapellmeister  and  composer  of  Latin 
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sacred  concertos  and  German  Pietist  cantatas. 
Pfleger  began  and  ended  his  career  as 
Kapellmeister  to  the  Duke  of  Saxe-Lauenburg 
at  Schlackenwerth  (Bohemia).  In  1662  he 
accepted  a  lesser  rank  (as  vice- Kapellmeister) 
to  Duke  Gustav  Adolph  of  Mecklenburg  at 
Giistrow,  where  he  was  occupied  with  the 
composition  of  sacred  concertos  (89  of  which 
were  composed  in  1664).  Three  years  later  he 
was  appointed  Kapellmeister  of  the  Schleswig- 
Holstein  court  at  Gottorf;  he  was  succeeded 
by  Johann  Theile  in  1673.  He  returned  to 
Schlackenwerth  only  in  his  last  year. 
Praetorius,  Michael  {.'1571— 1621).  Organist, 
versatile  and  prolific  composer  of  Lutheran 
church  music  and  theorist.  Among  over  a 
thousand  works  he  produced  a  solitary  col- 
lection of  instrumental  French  dances 
(Terpsichore,  161 2);  his  Syntagma  musiium,  an 
important  (if  incomplete)  treatise  addressing 
sacred  music,  instruments  and  musical  forms, 
appeared  in  three  parts  between  161 4  and 
1618. 

After  three  years  as  organist  at  the  Frank- 
furt Marienkirche,  Praetorius  gained  a  post  at 
the  Brunswick-Wolfenbuttel  court  of  Duke 
Heinrich  Julius  in  1595  and  remained  until 
1613,  with  long  stays  at  the  Kassel  court  of 
Landgrave  Moritz  of  Hesse  in  1605  and  1609. 
While  in  Wolfenbuttel  he  published  most  of 
his  music  -  most  importantly,  his  system- 
atically arranged  nine-part  Musae  Sioniae 
(160710)  -  assembling  vast  numbers  of  hymn 
texts  and  melodies.  Other  collections  were 
devoted  to  Latin  motets  (1607)  and  madrigal 
parodies  ( 1 6 1 1 ).  Between  1606  and  161 2  Prae- 
torius collaborated  with  the  distinguished 
organ  builder  Esaias  Compenius. 

After  the  death  of  Duke  Heinrich  Julius 
in  161 3  Praetorius  joined  the  Dresden  court, 
ostensibly  during  the  mourning  period  at  the 
Wolfcnbiittcl  court.  While  serving  as 
Kapellmeister  Rogier  Michael's  assistant  at 
Dresden  he  also  developed  connections  with 
Magdeburg  (from  1614)  and  Halle  (1616)  and 
composed  music  for  Sondershausen  and 
Kassel  as  well.  At  Dresden  he  became 
acquainted  with  I  Icinrich  Schutz  -  with  whom 
he  was  invited,  along  with  Scheidt,  to  cer- 
emonies marking  the  reorganization  of  music 
at  Magdeburg  Cathedral  in  161 8;  together  the 
three  also  visited  Leipzig,  Nuremberg  and 
Bayreuth  the  following  year. 

Meanwhile,  Praetorius's  frequent  absence 
from  the  Wolfenbuttel  court  contributed  to 
the  decline  of  its  music,  and  in  1620  he  was 
not  reappointed.  A  wealthy  man,  he  endowed 
a  foundation  for  the  poor  in  his  will. 
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Reusner,  Esaias  (1636-79).  Silcsian  lutenist 
and  composer.  Esaias  Reusner,  son  of  a 
lutenist-composer  of  the  same  name,  was 
a  child  prodigy  who  held  a  succession  of 
appointments  in  Poland  and  North  Germany. 
While  still  a  child  he  became  a  page  (1648) 
to  the  Swedish  general  Count  Wittenberg, 
resident  in  Breslau,  then  an  employee  of  the 
royal  war  commissioner  (1649)  and  finally 
a  valet  at  the  Polish  court  of  Princess  Rad- 
ziwill,  before  returning  to  Breslau  in  1654. 
From  1655  until  1672,  he  served  as  lutenist  to 
Gcorg  III,  Duke  of  Silesia,  afterwards  moving 
to  Leipzig  where  he  first  taught  at  the  uni- 
versity for  a  year  before  becoming  a  chamber 
musician  at  the  Berlin  court  of  Elector  Fried- 
rich  Wilhelm  of  Brandenburg.  He  published 
two  collections  of  lute  music  (Delitiae  testu- 
dims,  1667,  and  Neue  Lauten-Friichte,  1676) 
in  the  French  lute  style;  these  contain  28  suites 
unified  by  key. 

Rist,  Johann  (1607-67).  Poet  (whose  texts 
were  set  by  a  whole  generation  of  North 
German  composers  including  Heinrich 
Schiitz,  Andreas  Hammerschmidt,  Heinrich 
Pape,  the  elder  Johann  Schop  and  Thomas 
Selle),  lifelong  pastor  at  Wcdel  (nr  I  Iamburg) 
and  modest  composer.  Rist  wrote  straight- 
forward, strophic  poems,  reflecting  Martin 
Opitz's  reforms,  on  both  sacred  and  secular 
themes.  He  was  made  poet  laureate  in  1644, 
became  a  member  of  the  Fruchtbringcnde 
Gesellschaft  in  1647,  was  ennobled  in  1653 
and  founded  his  own  literary  academy  in  1660. 

Rosenmiiller,  Johann.  Sec  Italy  4  Venice. 

Sartorio,  Antonio.  See  Italy  4  Venice. 

Scheibel,  Gottfried  Ephraim  (1696- 1759). 
Forward-looking  Breslau  theologian  who 
wrote  an  important  treatise  on  the  value  of 
music  (to  influence  the  emotions  of  the  con- 
gregation) in  the  Protestant  church  service: 
Zufallige  Gedancken  von  der  Kirchenmusic 
(172 1 ).  Towards  that  end  he  advocated  the  use 
of  the  theatrical  style  and  parody  technique 
(substituting  sacred  texts  in  opera  arias).  He 
was  also  one  of  the  first  to  assert  that  women 
should  be  allowed  to  sing  in  church  choirs  to 
alleviate  the  shortage  of  good  boy  sopranos. 
He  was  in  close  contact  with  Johann  Mat- 
theson  and  they  exchanged  dedications  in 
publications  of  1726-7.  A  second  treatise,  a 
history  of  church  music,  appeared  in  1738. 

Schieferdecker,  Johann  Christian  (1679- 
1732).  Organist  and  composer  who  in  1707 
succeeded  Buxtehude  at  the  Marienkirche, 
Liibeck.  Schieferdecker  belonged  to  a  family 
of  ministers  and  church  musicians  w  orking  at 
Weissenfels  and  Zeitz.  He  was  sent  to  the 


Thomasschule  (1692-7)  at  Leipzig  and  stayed 
on  at  university,  during  which  time  his  first 
two  operas  were  performed.  In  1702  he  went 
to  Hamburg  where,  while  serving  as  an 
accompanist  at  the  Hamburg  Opera,  he 
produced  three  more  operas.  With  his 
appointment  at  Liibeck  (made  on  condition 
that  he  wed  Buxtehude's  daughter),  he  seems 
to  have  severed  his  connections  with  the 
Hamburg  Opera,  and  invested  his  creative 
energies  in  the  service  of  the  church  and  com- 
munity: he  continued  the  prestigious  Advent 
Abendmusiken,  provided  a  panegyric  or  sup- 
plicativc  cantata  annually  for  civic  observances 
and  in  171 5  published  a  collection  of  chamber 
suites  and  sonatas. 

Schildt,  iMelchior  (1592,3-1667).  Organist 
from  a  family  who,  for  over  a  century  and  a 
quarter,  filled  organ  posts  at  the  three  oldest 
churches  in  Hanover,  and  (with  Scheidemann) 
one  of  the  founders  of  the  North  German 
organ  school.  After  lessons  with  his  father 
Antonius  and  Andreas  Crappius,  Schildt 
studied  with  Sweelinck  in  Amsterdam  (1609- 
12).  Before  taking  up  his  father's  place  at  the 
Marktkirche  in  1629,  he  served  at  the 
Hauptkirche  in  Wolfenbiittel  (1623-6)  and  at 
the  Danish  court  of  Christian  IV  (1626-9). 
With  the  exception  of  one  chorale  concerto 
{Ach  mein  herzliebes  Jesulein),  Schildt  appa- 
rently composed  only  keyboard  music  -  vari- 
ations, such  as  those  on  Dowland's  Lachrymae, 
and  chorale-based  organ  works. 

Schnitger,  Arp  (1648  1719).  Prolific  organ 
builder,  working  in  North  Germany  and  the 
Netherlands  and  assisted  by  his  two  sons 
Johann  Georg  [Jurgen]  (1690-after  1733) 
and  Franz  Caspar  (1693- 1729).  Schnitger 
acquired  a  number  of  privileges  which  assured 
him  of  a  near  monopoly  in  the  trade.  With  his 
sons  and  his  assistants  he  built  150  instru- 
ments of  all  types,  admired  for  their  flexibility 
on  all  manuals  and  pedals,  and  enlarged  or 
rebuilt  many  others.  The  organ  of  the  Nic- 
olaikirche  in  Hamburg  (1682-7)  is  considered 
to  be  his  finest  extant  instrument.  His  sons 
settled  in  the  Netherlands  after  his  death. 

Schop.  See  Northern  Europe  /  North 
Germany:  Hamburg. 

Schiirmann,  Georg  Caspar  (1 672/3-1 751). 
Opera  singer,  composer  and  opera  conductor 
at  the  Brunswick- Wolfenbiittel  court.  Schiir- 
mann began  his  career  as  an  alto  in  the 
Hamburg  Opera,  with  whom  he  first  appeared 
at  the  Brunsw  ick  court  (1697);  he  was  engaged 
on  the  spot  by  Duke  Anton  Ulrich.  He 
remained  at  the  court  for  the  rest  of  his  life,  but 
for  absences  to  Venice  (1701-2),  Meiningen 
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(where  he  served  as  visiting  Kapellmeister  until 
about  1706)  and  Naumburg  (for  the  1706 
summer  Petri-Paul  fair). 

In  addition  to  composing  more  than  40 
operas  (only  three  survive  intact),  conducting 
and  producing,  Schiirmann  translated  and 
arranged  many  Italian  operas  for  the  pleasure 
of  the  court.  His  own  operas  were  a  reflection 
of  his  experiences  at  I  Iamburg  and  Venice  and 
as  a  singer  -  emphasizing  lyrical  da  capos  with 
written-out  coloratura  ornamentation,  and 
declamatory  recitatives.  But  though  he  con- 
tinued to  conduct  opera,  after  1739  he  restric- 
ted his  composing  to  sacred  and  occasional 
genres. 

Schiitz,  Heinrich.  See  Northern  Europe  4 
Saxony  and  Thuringia:  Dresden. 

Siefert,  Paul.  See  Northern  elrope  3  Poland. 

Simpson,  Thomas  ( 1 582-aftcr  1630).  English 
viol  player,  composer  and  music  editor  who 
worked  on  the  Continent  until  the  late  1620s 
where,  with  William  Brade,  he  popularized 
the  English  style  of  viol  playing.  By  1608  he 
was  at  the  court  of  the  Elector  Palatine  at 
Heidelberg,  from  where  he  published  his  col- 
lection of  paired  dances  (Opusculum)  in  1610, 
and  from  161 5  until  1621  at  that  of  Count 
Ernst  III  of  Holstein-Schaumburg  at  Biicke- 
burg.  The  following  year  he  took  up  a  place 
at  the  Danish  court  of  Christian  IV.  In  1621 
he  brought  out  an  anthology  (Taffel-Consort) 
of  50  works  for  four  instruments  and  continuo; 
he  left  three  collections  of  consort  music  in 
manuscript. 

Sophie  Elisabeth  (1613-76).  Duchess  of 
Brunswick-Luneburg,  librettist  and  composer 
of  occasional  music  and  sacred  songs  who 
was  a  patroness,  pupil  and  friend  of  Hein- 
rich Schiitz.  The  daughter  of  the  music- 
loving  Duke  Johann  Albrecht  of  Mccklcn- 
burg-Giistrow,  Sophie  Elisabeth  received  a 
thorough  musical  education  at  Giistrow  and 
Kassel  (where  the  court  took  refuge  during 
the  Thirty  Years  War). 

As  the  w  ife  of  Duke  August  the  Younger  of 
Brunswick-Luneburg,  Sophie  Elisabeth  took 
responsibility  for  the  musical  life  of  his  court. 
An  orchestra  was  formed  in  1638,  and  Schiitz 
came  frequently  to  Brunswick  and  then  to 
their  ancestral  castle  at  Wolfenbuttel  to  advise 
and  collaborate  with  the  duchess  on  works 
such  as  the  1644  Theatralische  neue  Vorstellung 
von  der  Maria  Magdalena.  From  1655  Schiitz 
served  as  an  absentee  Kapellmeister  to  the  duke 
and  duchess;  their  frequent  exchange  of  letters 
provides  precious  details  of  their  relationship. 
Sophie  Elisabeth  composed  special  family 
entertainments  (see  Plate  7)  -  Singspiels,  such 
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as  Friedens-Sieg  (1648),  festive  cantatas  like 
the  Gliicktpunschende  Freudensdarstellung 
(1652),  ballets  and  incidental  theatre  music  - 
to  honour  her  husband  on  his  birthday  each 
year  until  1656.  She  continued  to  compose 
even  after  his  death,  and  published  two  col- 
lections of  devotional  songs  (1651,  1667). 
Steflfani,  Agostino  (1 654-1 728).  Influential 
Italian  musician  -  organist,  Kapellmeister  and 
composer  of  operas,  sacred  music  and 
chamber  duets  -  who  in  later  life  exercised 
considerable  power  as  a  churchman  and  diplo- 
mat. Steffani  came  from  a  Venetian/Paduan 
family.  By  the  age  of  13  he  had  a  post  as  a 
singer  at  the  Munich  court  of  Elector  Fer- 
dinand Maria  of  Bavaria,  and  received  organ 
lessons  from  J.  K.  Kerll,  the  court  Kapellmeis- 
ter. In  1672  he  was  given  leave  to  study  in 
Rome  with  Ercole  Bernabei,  then  maestro 
di  cappella  at  S  Pietro,  and  when,  in  1674, 
Bernabei  succeeded  Kerll  at  the  Bavarian 
court,  Steffani  returned  in  his  party.  Steffani 
became  court  organist  and,  during  1678-9, 
visited  the  Paris  and  Turin  courts. 

In  1680  he  was  ordained  as  a  priest  and 
appointed  to  the  specially  created  post  of 
director  of  chamber  music  by  the  new  elector, 
Maximilian  II  Emanuel,  though  it  was  as  an 
opera  composer  that  he  was  most  active.  He 
balanced  musical  and  clerical  appointments 
so  skilfully  that  a  diplomatic  career  followed 
closely:  he  was  entrusted  with  negotiations 
for  the  elector's  marriage  to  Princess  Sophie 
Charlotte  of  Hanover  which  failed,  but  led 
to  his  appointment  as  Kapellmeister  to  the 
Hanover  court  of  Duke  Ernst  August  in  1688. 

At  Hanover  an  Italian  opera  company  had 
just  been  established  in  the  new  theatre.  Eight 
of  the  ten  works  performed  there  between 
1689  and  the  death  of  the  duke  in  1698  were 
by  Steffani  (with  texts  by  Mauro);  he  accom- 
modated the  prevailing  francophilia  by  writing 
French  overtures  and  accompanied  arias,  and 
incorporating  dance-rhythms  into  his  arias. 
The  duke,  recognizing  Stcffani's  gifts  as  a 
negotiator,  sent  Steffani  to  Vienna  to  press  the 
case  for  elevating  Hanover  to  the  status  of  an 
electoral  court;  in  1693,  as  envoy  extraordinary 
to  the  Bavarian  court  in  Brussels,  he  tried  in 
vain  to  influence  the  elector  to  side  with  the 
emperor  rather  than  Louis  XIV. 

In  1703  Steffani  took  up  non-musical  duties 
as  a  privy  councillor  and  president  of  the 
Spiritual  Council  for  the  Palatinate  at  the  Diis- 
seldorf  court;  he  also  served  as  president  of 
the  Palatine  Government  and  as  the  first  rector 
magnificus  of  Heidelberg  University  (1703-5). 
He  was  appointed  Grand  Almoner  to  Elector 
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the  new  Theater  am  Gansemarkt  in  1678. 
He  held  two  further  Kapellmeister  posts,  at 
Wolfenbuttel  (1685-91)  and  Merseburg 
(1 69 1 -4)  and  seems  to  have  worked  at  the 
Berlin  court  where,  according  to  the  preface 
to  his  unpublished  Anddchtige  Kir chen- Music , 
he  served  as  Friedrich  I  IPs  oboe  instructor. 
His  Musikalisches  Kunst-Buch  may  have 
inspired  Bach's  Die  Kunst  der  Fuge;  certainly 
Theile  was  one  of  the  first  to  compose  large- 
scale  vocal  choral  fugues. 

Torn,  Pietro.  See  Central  europe  /  South 
Germany:  Munich. 

Tunder,  Franz  (1614  -67).  Organist  of  the 
Marienkirche  in  Lubeck  from  1641  and  com- 
poser who  played  an  important  role  in  the 
development  of  the  Lutheran  cantata.  Tunder 
had  been  a  child  prodigy  and  appears  to  have 
travelled  to  Florence  where  he  would  have  met 
Frescobaldi.  At  Lubeck  he  gradually  acquired 
other  appointments  at  the  Marienkirche;  he 
organized  evening  concerts,  known  as  Abend- 
musikcn,  at  which  solo  motets,  sacred  arias, 
chorale  cantatas,  instrumental  ensemble  music 
and  organ  pieces  were  performed  in  the  organ 
gallery.  Only  a  few  of  his  works  survive,  most 
of  them  for  organ  (preludes  and  chorale  fan- 
tasias). Tunder  was  succeeded  by  his  son-in- 
law,  Dieterich  Buxtchudc. 

Venturini,  Francesco  (4-1675-1745).  French 
(or  possibly  Walloon)  musician  at  the  Hanover 
court.  Despite  his  Italian  name  Venturini  was 
considered  as  one  of  the  French  musicians 
under  J.-B.  Farinel  who  were  required  to 
perform  orchestral  music  in  the  French  style. 
In  171 3  he  was  appointed  Konzertmeister  and 
the  following  year  published  12  orchestra 
suites  in  Amsterdam,  dedicated  to  Elector 
Maximilian  II  Emanuel;  he  eventually  became 
Kapellmeister. 

Weber,  Georg  (r  1616-after  1653).  Clergyman 
and  songwriter  who  worked  in  Stockholm  and 
Danzig  before  taking  up  the  posts  of  vicar 
and  succentor  at  Magdeburg  Cathedral.  His 
accompanied  songs  were  Italian  in  their  vocal 
elaboration  but  German  in  their  use  of  viol 
ritornellos;  the  texts  -  passionate  and  Pietist  - 
were  more  often  than  not  his  own. 


Johann  Wilhelm  in  1706,  and  in  1709,  after 
six  months  in  Rome  successfully  mediating  in 
a  dispute  between  the  pope  and  the  emperor, 
Steffani  was  made  Apostolic  Vicar  in  North 
Germany.  Working  from  Hanover,  he  became 
involved  in  the  foundation  and  maintenance 
of  missions  and  churches  in  Brunswick,  the 
Palatinate  and  Prussia.  Although  he  retired  to 
Padua  in  1722,  he  was  recalled  to  Hanover  in 
1725.  Such  was  his  stature  abroad  that  in  1727 
the  recently  founded  Academy  of  Vocal  Music 
in  London  made  him  their  president;  while  he 
remained  in  absentia,  he  did  send  the  academy 
copies  of  his  music. 

Until  1702  Steffani  steadily  composed  the 
ducts  for  which  he  was  well  known:  elegantly 
crafted  (from  1702  he  occupied  his  spare 
moments  with  their  revision),  they  contain  as 
many  as  six  movements  (solos  and  duets)  in  a 
variety  of  forms.  What  little  music  he  com- 
posed during  his  later  years  passed  as  that  of 
his  copyist  Gregorio  Piva. 

Stobaeus,  Johann  (1 580-1646).  A  leading 
exponent  of  the  chorale-based  Konigsberg 
School.  Stobaeus  spent  his  life  in  Konigsberg: 
he  was  educated  at  the  university  under 
Johannes  Eccard  (1600),  appointed  to  the 
Konigsberg  Kapelle  as  a  bass  (1602),  then 
Kantor  of  the  cathedral  church  and  school 
(1603-26),  and  finally  court  Kapellmeister. 
He  composed  hymns,  motets,  a  collection  of 
Cantiones  sacrae  (1624)  and  quantities  of 
occasional  music  on  texts  by  Konigsberg 
poets.  In  1647  Marco  Scacchi  published  a 
collection  in  his  memory. 

Strungk,  Nicolaus  Adam.  See  Northern 
EUROPE  7  Itinerant  Musicians. 

Theile,  Johann  (1646-1724).  Kapellmeister, 
teacher,  composer  of  dramatic  and  concerted 
sacred  music,  and  the  author  of  six  treatises 
on  counterpoint,  of  which  the  Musikalisches 
Kunst-Buch  (n.d.)  was  the  most  influential. 
Theile's  first  publication  was  a  collection  of 
Weltliche  Arien  (1667),  which  were  probably 
intended  for  the  Leipzig  collegium  musicum, 
of  which  he  was  a  member  during  his  days  as 
a  law  student.  He  subsequently  had  lessons 
with  Schiitz  in  Dresden  and  became 
acquainted  (at  the  very  least)  with  Buxtehude 
in  1673,  the  year  in  which  he  published  his  St 
Matthew  Passion  in  Lubeck  and  was  appointed 
Kapellmeister  at  the  ducal  court  of  Gottorf. 
The  next  two  years  were  spent  composing 
dramatic  entertainments  for  Duke  Christian 
Albrecht,  before  the  Kapelle  was  disbanded 
in  1675. 

Theile  took  up  residence  in  Hamburg  where 
his  first  opera,  Adam  und  Eva,  inaugurated 
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Algarotti,  Francesco.  See  Italy  10  Itinerant 
Musicians. 

Ariosto,  Attilio.  See  Italy   10  Itinerant 

Musicians. 

,65 

Copyrighted  material 


Northern  Europe  i  North  Germany:  Berlin 


Bach,  Carl  Philipp  Emanuel  (1714-88). 
Famous  keyboard  player  and  teacher,  the 
author  of  a  renowned  treatise  on  keyboard 
playing  ( Versuch  iiber  die  wahre  Art  das  Clavier 
zu  spielen,  1753-62)  and  second  son  of  J.  S. 
Bach.  Emanuel  Bach  spent  the  first  30  years 
of  his  career  at  the  court  of  Frederick  the 
Great  (1738-68)  and  the  last  20  as  the  Kantor 
at  Hamburg.  Well  educated  and  independent- 
minded,  thanks  to  his  father's  encouragement 
and  support,  Emanuel  found  himself  infinitely 
more  at  home  in  the  company  of  the  I  Iamburg 
intellectuals  (among  them  the  Sturm  and 
Drang  poets)  than  he  had  been  with  the  Prus- 
sian courtiers.  Although  a  true  exponent  of  the 
pre-Classical  style,  Emanuel  composed  many 
works  for  Berlin  -  chamber  works  and  v  irtuoso 
harpsichord  concertos  -  in  the  late  German 
Baroque  style.  He  was,  perhaps,  the  greatest 
exponent  of  the  clavichord  -  the  instrument 
he  most  favoured  because  of  its  unmatched 
expressive  capacities,  ideal  for  the  intense 
sensibility  of  his  music  (the  so-called  empfind- 
samer  Stil)\  he  was  also  pre-eminent  as  a  harp- 
sichordist and  pianist,  though  he  chafed  at  the 
limitations  of  these  instruments. 

Carl  Philipp  Emanuel  Bach  was  born  in 
Weimar,  the  son  of  Johann  Sebastian  and  his 
first  wife,  Maria  Barbara;  Telemann  was  his 
godfather.  His  musical  education  took  place  at 
home:  sessions  with  his  father  were  augmented 
by  evenings  of  chamber  music  with  their  rela- 
tives and  his  father's  colleagues  and  pupils  as 
well  as  by  the  encounters  with  musicians  from 
afar  who  came  to  meet  his  father.  Emanuel's 
general  education  was  acquired  at  the 
Lutheran  seminary  at  Cothen  and  the  Tho- 
masschule  at  Leipzig;  afterwards  he  pursued 
studies  in  law  at  the  University  of  Leipzig 
(1731)  and  the  University  of  Frankfurt  an  der 
Oder  (1734-8).  During  his  last  Leipzig  years, 
he  began  composing  harpsichord  concertos 
and  chamber  music  while  serving  as  his 
father's  part-time  assistant. 

It  had  been  their  plan  that  he  should  travel 
after  completing  his  studies;  J.  S.  Bach's 
patron,  Count  von  Keyserlingk,  the  Russian 
ambassador  to  Dresden,  wished  Emanuel  to 
accompany  his  son  on  a  tour  of  Europe,  but 
Prince  Frederick  of  Prussia  pre-empted  this 
arrangement  with  an  invitation  to  his  musical 
establishment  at  Ruppin  (which  already 
boasted  the  services  of  the  Bcndas  and  the 
Grauns).  His  duties  included  accompanying 
(and  sometimes  composing  the  music  for) 
Frederick's  thrice-weekly  evenings  of  galant 
chamber  music,  which  continued  at  Berlin 
and  Potsdam  (at  the  Sanssouci  palace)  after 
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Frederick  became  king  in  1740;  he  was  assisted 
on  these  occasions  by  Christoph  Nichelmann, 
later  by  K.  F.  C.  Fasch. 

In  1743  he  produced  his  famous,  turbulent 
Prussian  Sonatas  (a  heady  mixture  of 
Empfindsamkeit  and  Classical  sonata  form 
which  may  have  put  off  Frederick,  their  royal 
dedicatee),  and  the  Wiirttemberg  Sonatas 
(dedicated  to  his  pupil,  Duke  Carl  Eugen)  the 
following  year,  as  well  as  numerous  sinfonias, 
concertos  and  harpsichord  'sonatinas',  ensem- 
ble sonatas  and  songs.  In  1749  he  provided  a 
Magnificat  for  the  Christmas  Vespers.  The 
Berlin  Opera  was  dominated  by  the  works  of 
J.  A.  Hasse  and  C.  H.  Graun,  and  offered  no 
opportunity  for  Bach  to  develop  that  side  of 
his  composing  technique,  although  his  interest 
and  natural  flair  for  it  is  hinted  at  by  the 
expressive  recitative  style  he  pursued  in  his 
keyboard  works. 

His  father  visited  him  twice,  in  1741  and 
1747;  between  these  visits,  Emanuel  married 
and  fathered  two  of  his  three  children.  After 
his  father's  death  in  1750,  Emanuel's  young 
half-brother  Johann  Christian  came  to  live  in 
his  household  and  became  one  of  his  pupils. 
Emanuel  inherited  the  collection  of  family 
manuscripts  (known  as  the  4Alt-Bachisches 
Archiv')  as  well  as  approximately  one  third 
of  his  father's  music  (the  rest  being  divided 
between  Friedemann  and  his  stepmother, 
Anna  Magdalena). 

The  publication  in  1753  of  the  first  part  of 
his  systematically  conceived  keyboard  treatise 
greatly  enhanced  Emanuel's  already  for- 
midable reputation  as  a  teacher.  Restless,  and 
weary  of  the  court  routines  and  lowly  pay,  he 
began  the  search  for  a  new  post.  In  1753  he 
applied  for  the  post  of  Kantor  at  Zittau  and 
two  years  later  for  his  father's  old  post  at 
Leipzig,  but  was  unsuccessful  on  each 
occasion.  With  the  outbreak  of  the  Seven 
Years  War  (1756-63)  the  number  of  per- 
formances at  Sanssouci  declined,  and  salaries 
were  not  paid  (forcing  Emanuel  to  sell  some 
of  his  father's  music  and,  in  particular,  the 
copper  plates  for  Die  Kunst  der  Fuge.  Pros- 
pects of  employment  elsewhere  seemed  even 
more  remote. 

The  death  of  his  godfather  in  1767  provided 
the  way  forward,  although  for  a  time  Frederick 
was  reluctant  to  release  him.  In  1767,  at  the 
age  of  53,  Emanuel  left  Berlin,  carrying  with 
him  the  honorific  post  of  Kapellmeister  von 
Haus  aus  to  the  king's  sister,  Princess  Amalia, 
to  succeed  Telemann  as  Kantor  and  director 
musices  at  Hamburg.  The  recognition  and 
opportunities  he  had  sought  for  so  long  were 
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finally  within  his  grasp.  Like  his  father's  at 
Leipzig,  his  duties  included  teaching  at  the 
church  school,  attending  to  administrative 
details  and  directing  the  music  at  Hamburg's 
five  main  churches  (amounting  to  200  per- 
formances a  year),  as  well  as  faithfully  pro- 
viding the  annual  Passion  music  (usually 
containing  -  of  necessity  -  borrowed  music) 
and  other  occasional  music  for  civic  ceremon- 
ies. In  the  year  following  his  appointment  he 
produced  his  Handelian  oratorio  Die  Israeliten 
in  der  Wiiste  (1768-9). 

After  the  relative  inactivity  of  his  years  at 
court,  Emanuel  responded  to  these  demands 
with  skill  and  enthusiasm.  He  organized  a 
concert  series  in  which  choral  and  dramatic 
works  by  his  father  and  Handel  as  well  as 
Telemann,  Graun,  Hasse,  Gluck  and  Haydn 
were  performed  for  the  public;  in  1772, 
Michael  Arne  conducted  the  first  German  per- 
formance of  Messiah.  A  circle  of  poets,  uni- 
versity professors  and  local  intellectuals 
gathered  around  him;  his  house  became  a 
magnet  for  travellers  such  as  Charles  Burney, 
who,  in  the  Present  State  of  Music  in  Ger- 
many ...  (1773),  described  an  evening  spent 
with  Emanuel,  who  improvised  at  the  clavi- 
chord for  him:  4  ...  he  grew  so  animated  and 
possessed,  that  he  not  only  played,  but  looked 
like  one  inspired'.  Emanuel  also  provided  him 
with  an  autobiographical  sketch. 

Since  he  had  already  moved  beyond  most 
of  the  contrapuntal  technique  inherited  from 
his  father,  it  remained  for  him  to  shake  off 
the  shallower  affectations  of  the  Berlin  court. 
Thus  unburdened,  he  turned  his  talents  to 
composing  with  modular  Classical  themes  that 
could  be  broken  down  into  motifs  and  then 
varied  in  clear,  homophonic  textures;  his  com- 
positional process  had,  in  turn,  an  important 
influence  on  Ludwig  van  Beethoven.  Emanuel 
cast  his  six  three-movement  sinfonien  for 
Gottfried  van  Swieten  (1773)  with  energetic 
outer  movements  and  deeply  expressive  and 
intimately  textured  slow  movements.  After 
years  of  writing  flute-orientated  chamber 
music  (albeit  sometimes  with  obbligato  key- 
board parts),  he  turned  to  forms  in  which 
the  keyboard  emerged  as  the  dominant  force. 
With  van  Swieten's  patronage,  he  also  pub- 
lished six  important  collections  of  solo  key- 
board sonatas  '/«>  Kenner  und  Liebhaber' 
(1770-87)  -  'for  connoisseurs  and  amateurs'  - 
which  underscore  his  determination  to  appeal 
to  a  wide  spectrum  of  the  public.  He  also  left 
some  50  keyboard  concertos  and  250  songs. 
Bach,  Wilhelm  Friedemann.  Sec  Northern 
EUROPE  4  Saxony  and  Thurtngia:  Dresden. 


Baron,   Ernst    Gottlieb.    See  Northern 

Europe  4  Saxony  and  Thuringia. 
Benda,  Franz  (1700-86).  Bohemian  violinist, 

teacher  and  composer  who  worked  for  53  years 
at  the  court  of  Frederick  the  Great.  Much  that 
is  known  of  Benda  has  been  gleaned  from  his 
colourful  autobiography  (1763).  The  son  of  a 
town  musician,  he  became  a  chorister  at  the 
Nicolaikirche  in  Prague  (17 18),  where  he 
began  his  studies  on  the  violin.  Two  years 
later  (when  still  only  1 1  years  old)  he  ran  away 
to  Dresden,  where  he  sang  and  played  in  the 
Hofkapelle.  He  returned  to  Prague  in  time  for 
the  coronation  celebrations  of  Charles  VI  in 
1723,  taking  part  in  the  performances  of  J.  J. 
Fux's  Costanza  e  Fortezza  and  J.  D.  Zclcnka's 
Latin  comedy  Melodrama  de  Sancto  Hences- 
lao.  For  the  next  three  years  he  devoted 
himself  to  the  violin,  after  which  he  secured  a 
minor  post  at  Vienna  (1726-9);  but  in  1729  he 
and  the  violinist  Georg  Czarth  removed  to 
Warsaw  where  they  eventually  found  employ- 
ment in  the  court  orchestra. 

With  the  death  of  the  Polish  King  August 
II  in  1733,  Benda  went  to  Dresden,  whence 
he  was  recruited  by  Prince  Frederick  of 
Prussia,  who  was  assembling  an  ensemble  of 
instrumentalists  at  Ruppin.  It  was  the  begin- 
ning of  a  long  and  close  relationship:  Frederick 
rescued  Benda's  family  from  religious  per- 
secution in  Bohemia  by  arranging  for  them  to 
emigrate  to  Prussia,  and  as  several  (including 
four  of  Benda's  own  children)  were  musicians, 
places  were  found  for  them  in  the  burgeoning 
royal  music. 

While  serving  the  prince  as  Konzertmeister, 
Benda  continued  his  musical  studies  with  the 
Grauns  and  although  he  never  became  a  first- 
rank  composer  (he  produced  sonatas, 
concertos,  sinfome  and  capriccios),  he  became 
famous  in  his  day  as  a  distinctive  violinist  - 
the  master  of  a  rich  cantabile  tone  -  and  the 
founder  of  the  Berlin  school  of  violin  playing. 
The  existence  of  both  simple  and  ornamented 
versions  (presumably  written  down  for  or  by 
students)  of  33  violin  sonatas  bestows  greater 
import  upon  them  than  they  might  otherwise 
have  merited.  Like  J.J.  Quantz,  Benda  pub- 
lished little  of  his  music. 

Brade,  William.  See  Northern  Europe  / 
North  Germany. 

Carestini,  Giovanni.  Sec  Italy  10  Itinerant 
Musicians. 

Criiger,  Johannes  ( 1 598-1662).  Kantor  of  the 
Nicolaikirche  in  Berlin  from  1622,  theorist 
and  composer,  who  compiled  several  import- 
ant collections  of  chorales.  Criiger  was  a  close 
friend  and  colleague  of  the  chorale  poet  Paul 
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Gerhardt  (deacon  of  the  Nicolaikirche  from 
1657).  In  1647  he  published  his  Praxis  pietatis 
melica  which  was  repeatedly  reprinted,  first 
with  continuo  accompaniment,  later  with 
optional  instrumental  parts.  A  further  collec- 
tion, Psalmodxa  sacra,  appeared  in  1 657.  Criiger 
was  succeeded  as  Kant  or  by  J.  G.  Ebeling. 

Ebeling,  Johann  Georg  (1637-76).  Com- 
poser, writer  and  educator,  who  from  1662 
served  as  Kantor  of  the  Nicolaikirche,  Berlin. 
Ebeling  received  his  musical  training  from 
Michael  Jacobi  at  Liineburg  and  studied 
theology  at  the  University  of  Helmstedt.  After 
two  years  in  Hamburg,  where  he  was  associ- 
ated with  Weckmann's  collegium  musicum, 
Ebeling  succeeded  Johannes  Criiger  in  Berlin. 
He  published  settings  (with  independent 
instrumental  parts)  of  Paul  Gerhardt's  hymns 
(1666/7)  and  a  history  of  music,  Archaiologta 
Orphicae  (1675). 

Fedeli,  Ruggiero.  See  Italy  4  Venice. 

Frederick  II  [Frederick  the  Great]  (1712-86). 
King  of  Prussia,  patron  of  the  arts,  flautist 
and  composer.  As  the  eldest  son  of  Friedrich 
Wilhelm  I  Ithe  Barracks  King],  Frederick  II 
was  the  object  of  great  expectations.  I  lis  father 
insisted  on  a  military  training,  but  Frederick 
preferred  the  pen  and  the  flute  to  the  sword, 
and  French  clothes  and  manners  to  Prussian 
military  regalia  (see  Plate  9). 

As  a  child  he  had  been  allowed  to  study 
thoroughbass.  At  the  age  of  16,  while  visiting 
Dresden,  he  heard  J.  J.  Quantz  play  the  flute 
and  also  attended  his  first  opera,  J.  A.  Hasse's 
Cleofide.  He  invited  Quantz  to  visit  him  in 
Berlin  for  lessons,  which  were  interrupted  in 
1730  by  the  king.  Rebellious,  the  18-year-old 
prince  tried  to  run  away  to  England;  to  bring 
him  to  heel,  the  king  had  one  of  Frederick's 
accomplices  beheaded  in  his  presence.  To 
appease  his  father,  he  married  (1733)  -  though 
the  union  was  apparently  never  con- 
summated -  and  took  up  the  command  of  a 
regiment. 

To  please  himself,  he  took  up  residence  at 
Ruppin  and  then  at  Rheinsberg  (1735-40), 
gradually  assembling  a  group  of  instru- 
mentalists who  included  the  Grauns,  the 
Bendas,  Christoph  Schaffrath  and  J.  G.  Ja- 
nitsch.  Quantz  resumed  his  visits  and  only 
officially  joined  the  court  after  Frederick  had 
succeeded  to  the  throne  in  1740;  C.  P.  E. 
Bach  took  up  his  appointment  in  1740.  The 
following  year  the  court  moved  to  Sanssouci, 
the  royal  palace  near  Potsdam,  where  the  intel- 
lectual elite  -  among  them  Voltaire  regularly 
gathered.  J.  S.  Bach  visited  his  son  at  Potsdam 
in  1 74 1  and  1747,  when  he  transformed  a 
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theme  by  Frederick  into  the  monumental 
Musikalisches  Opfer,  At  the  zenith  of  his  power 
(1754),  Frederick  had  more  than  50  musicians 
in  his  employ,  of  whom  about  40  were  instru- 
mentalists. 

Frederick  II  made  C.  H.  Graun  his  Kapell- 
meister; as  the  court  opera  composer,  Graun 
was  immediately  sent  to  Italy  to  procure  the 
finest  singers.  Their  showcase  was  a  new  royal 
opera  house  (which  opened  in  Berlin  in  1742) 
where,  until  the  start  of  the  Seven  Years  War 
(1756),  two  Carnival  operas  were  produced 
annually.  Frederick  took  an  active  role  in  the 
production  of  these  operas  -  predominantly 
by  Graun  and  Hasse  -  and  assisted  in  the 
writing  and  selection  of  the  librettos  to  be  set 
(he  was  responsible  for  the  text  of  Graun's 
Montezuma,  1755). 

He  made  Quantz  his  chamber  composer 
and  director  of  instrumental  soirees,  at  which 
concertos  and  chamber  music  with  flute  pre- 
dominated. As  a  lifelong  pupil  of  Quantz,  he 
allowed  the  flautist  the  exceptional  privilege 
of  commenting  on  his  playing.  With  the  assist- 
ance of  Graun  and  Quantz,  he  composed  dra- 
matic and  chamber  music,  some  of  which, 
though  intended  solely  for  court  perform- 
ances, was  published  posthumously.  Fred- 
erick published  his  opinions  on  music  in 
Lettres  au  public  (1753). 

Galli-Bibiena,  Giuseppe.  See  Central 
Europe  j  Austro-Hungary:  Vienna. 

Gerhardt,  Paul  (1607-76).  Lutheran  theo- 
logian, poet  and  composer  of  chorale  tunes. 
After  studies  in  Wittenberg,  Gerhardt  appears 
to  have  spent  most  of  his  life  in  Berlin,  where 
in  1657  he  became  a  deacon  at  the  Nicolai- 
kirche, though  he  was  dismissed  in  1669  for 
refusing  to  sign  a  declaration  of  tolerance 
towards  the  reigning  Calvinists. 

His  texts  stimulated  an  outpouring  of  set- 
tings by  his  colleagues  Johannes  Criiger  and 
J.  G.  Ebeling,  as  well  as  Nikolaus  Hasse,  Jacob 
Hintze,  J.  C.  Graupner  and  J.  F.  Doles.  The 
librettist  Erdmann  Neumeister  incorporated 
individual  stanzas  into  a  cantata  cycle,  B.  H. 
Brockes  used  his  lines  in  the  St  John  Passion 
which  Handel,  Johann  Mattheson  and  Tel- 
emann  set;  and  so  too  Picander  in  the  St 
Matthew  Passion  text  he  prepared  for  Bach. 
His  own  tunes  (134  survive)  were  composed 
for  private  devotions. 

Graun.  Two  brothers  of  a  family  of  musicians 
who  served  Frederick  the  Great.  Johann  Gott- 
lieb (1702/3- 1 771)  was  a  violinist  and  prolific 
composer  of  trio  sonatas,  concertos  and  sym- 
phonies. Before  joining  Crown  Prince  Fred- 
erick's Ruppin  establishment  in  1732,  he  was 
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Konzertmetster  at  Mcrscburg  where  in  1726 
he  met  J.  S.  Bach  and  took  on  the  young 
W.  F.  Bach  as  a  pupil.  With  the  accession  of 
Frederick  in  1740,  Johann  became  leader  of 
the  new  Berlin  Opera  orchestra.  None  of  his 
music  -  often  superior  to  that  of  his  brother  - 
was  published  during  his  lifetime  and  indeed 
his  achievements  were  always  overshadowed 
by  the  glittering  operatic  successes  of  Carl 
Heinrich  ( 1703/4- 1759). 

Carl  Heinrich  was  a  musician  of  many  parts: 
tenor,  cellist  and  composer.  Like  Johann,  Carl 
was  devoted  to  serving  Frederick  the  Great: 
from  1740  until  his  death,  he  was  Kapellmeis- 
ter of  the  Prussian  court  and  chief  composer 
of  the  Berlin  Opera.  Earlier,  he  had  been 
attached  to  the  Brunswick  court,  during  which 
time  he  had  composed  six  operas  (five  to 
German  texts).  He  produced  a  further  26 
operas  for  Berlin  -  many  on  well-known  opera 
stria  librettos  by  Zeno  and  Metastasio,  others 
adapted  from  French  models.  Frederick  the 
Great  provided  Graun  with  the  libretto  for 
Montezuma  (1755). 

Composer  and  king  were  friends  -  a  privi- 
leged relationship  maintained  at  great  price, 
for  Graun  was  thus  doubly  obliged  to  please 
Frederick.  The  king's  wishes  always  overrode 
personal  artistic  considerations:  when  in  1745 
Frederick  ordered  Italian  sinfonias  instead  of 
French  overtures,  and  cavatinas  instead  of  da 
capo  arias,  he  got  them;  when  in  1746  Fred- 
erick was  not  satisfied  with  an  aria  in  Demo- 
foonte,  Graun  was  forced  to  incorporate 
another  by  his  rival  J.  A.  Hasse.  One  of 
Graun's  most  enduring  works,  his  Te  Deum, 
commemorated  Frederick's  victory  at  Prague 
in  1 756.  News  of  a  Prussian  defeat  at  Ziillichau 
three  years  later  is  said  to  have  precipitated 
Graun's  death.  Although  Graun's  operas  rep- 
resent a  last  flowering  of  Baroque  opera,  his 
finest  music  is  to  be  found  in  his  galant  Passion 
Der  Todjesu  (1755),  in  which  he  felt  himself 
freer  to  pursue  his  own  muse. 
Hesse,  Ludwig  Christian.  See  NORTHERN 

EUROPE  5  West  Germany  and  the  Rhineland. 
Janitsch,  Johann  Gottlieb  (1708  41763). 
Silesian  composer  and  bass  viol  player  at  the 
court  of  Frederick  the  Great.  Janitsch  was 
one  of  the  original,  1 7-strong  orchestra  -  also 
including  the  Grauns  and  the  Bendas  -  that 
moved  from  Ruppin  to  Rheinsbcrg  in  1736. 
In  addition  to  providing  music  for  masquerade- 
balls  at  Sanssouci,  he  composed  a  variety  of 
chamber  music,  of  which  his  galant  quartets 
(occasionally  employing  the  violino  piccolo, 
viola  pomposa,  oboe  d'amore  or  the  violetta) 
are  of  particular  interest. 


Jarzebski,  Adam.  Sec  Northern  elrope  j 
Poland. 

Linike.  Three  musicians  of  undocumented 
relationship,  working  at  the  Prussian  court 
until  its  dissolution  in  17 13.  Ephraim  (1665- 
1726)  was  a  violinist  at  the  court  from  1690. 
Christian  Bernhard  (1673  175 1)  was  a  cellist 
and  court  musician  at  Berlin  until  1716,  when 
he  was  appointed  to  the  chapel  of  Margrave 
Christian  at  Cothen,  where  he  was  a  colleague 
of  J.  S.  Bach  and  C.  F.  Abel.  Johann  Georg 
(<  1680-after  1737)  was  a  violinist  and  com- 
poser of  instrumental  music  who  served  after 
171 3  as  director  of  music  at  Weissenfels;  he 
was  in  London  from  1721  until  about  1725 
when  he  became  leader  of  the  I  lamburg  Opera 
orchestra  under  Rcinhard  Keiser. 

Pistocchi,  Francesco  Antonio  Mamiliano. 
Sec  Italy  7  Papal  States:  Bologna-Ferrara. 

Praetorius,  Bartholomaeus  (11590-1623). 
Court  cornettist  and  composer.  Praetorius 
served  Elector  Johann  Sigismund  of  Brand- 
enburg (1613-20),  during  which  time  he  pub- 
lished a  collection  of  dances  (161 6)  inspired 
by  William  Brade's  Neme  ausserlesene  Padu- 
anen  and  Galliarden  (1614).  For  the  last  three 
years  of  his  life  he  worked  at  the  Swedish  royal 
chapel. 

Quantz,  Johann  Joachim  (1697- 1773).  The 
greatest  exponent  of  German  18th-century 
flute  playing,  flute  maker,  composer,  teacher 
and  author,  whose  writings  include  Versuch 
etner  Anweisung  die  Fliite  traiersiere  zu  spielen 
(1752,  an  invaluable  source  of  performing 
practices  of  the  late  Baroque  era),  and  an  auto- 
biography (published  by  Marpurg  in  1754). 
Although  his  name  is  usually  linked  with  that 
of  his  well-known  pupil  and  patron,  Frederick 
the  Great,  Quantz  had  a  full  and  varied  career 
prior  to  taking  up  a  post  at  the  Prussian  court 
in  1 741 . 

The  son  of  a  village  blacksmith  and  nephew 
of  a  Merseburg  town  musician,  Quantz  was 
apprenticed  to  a  musician,  J.  A.  Fleischhack, 
under  whom  he  learned  to  play  the  violin, 
oboe,  string  bass  and  harpsichord.  In  17 16  he 
became  a  member  of  the  Dresden  town  band, 
but  by  the  next  year  had  travelled  south  to 
V  ienna  where  he  studied  counterpoint  with  J. 
J.  Fux  and  J.  D.  Zclcnka.  He  divided  his  time 
during  the  next  six  years  (1719-25)  between 
Dresden  and  the  Polish  court  chapel  in 
Warsaw,  where  he  served  as  an  oboist.  Only 
when  it  became  evident  that  there  was  little 
future  for  him  as  an  oboist  did  he  turn  to  the 
flute  (after  studies  with  P.  G.  BufTardin). 

He  travelled  to  Prague  in  order  to  take 
part  in  the  performances  of  Fux's  Costanza 
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e  Fortezza  (mounted  for  the  coronation  of 
Charles  VI),  and  to  Italy  with  the  Polish 
amhassador.  In  Rome  he  became  friendly  with 
J.  A.  Hasse  and  studied  with  Francesco 
Gasparini.  He  spent  several  months  in  Paris 
(1726-7),  where  he  made  many  friends  - 
among  them  Michel  Blavet,  Antoine  For- 
queray  and  J.  P.  Guignon  -  and  had  alterations 
(another  closed  key  and  an  additional  hole  next 
to  E  flat)  made  to  his  flute.  During  a  ten-week 
spell  in  London  (1727),  he  met  Handel,  before 
returning  to  Dresden  and  an  appointment  in 
the  Hof  kapelle. 

Quantz  began  teaching  the  young  Prussian 
prince  to  play  the  flute  in  1728,  while  on  a 
state  visit  to  Berlin  with  August  II,  return- 
ing twice  yearly  until  at  last,  in  1741,  he 
accepted  unprecedented!)  well-paid  appoint- 
ments as  court  flautist,  director  and  composer 
of  chamber  music.  In  the  meantime,  he 
married  (1737),  composed  quantities  of 
mixed-style  sonatas  and  Vivaldian  concertos, 
and  began  making  innovative  flutes  (by 
increasing  the  bore  to  enhance  the  low  regis- 
ters and  devising  a  sliding  head  to  enable  the 
player  to  tune  his  instrument  a  semitone  in 
either  direction),  much  prized  by  Frederick. 

Once  installed  at  Sanssouci,  Quantz  occu- 
pied himself  with  organizing  musical  soirees  in 
which  the  king  performed.  In  this  capacity 
he  composed  exclusively  for  the  king  and, 
accordingly,  in  a  simpler  style  than  he  might 
otherwise  have  affected:  the  king's  penchant 
for  passages  of  triplet  thirds  caused 
Kirnberger  to  remark  on  the  resemblance  of 
Quantz's  music  to  rows  of  sugar  loaves.  A 
devoted  pupil  to  the  end,  Frederick  is  said  to 
have  composed  the  last  movement  for  a  sonata 
left  incomplete  at  Quantz's  death. 

Quantz  is  known  today  less  as  a  composer 
than  as  an  important  writer.  His  memoirs 
contain  important  insights  into  the  musical 
life  of  the  places  he  visited.  His  wide-ranging 
treatise  offers  much  more  than  instructions 
to  flute  players:  he  discusses  performance  on 
other  instruments,  the  duties  of  the  accompan- 
ist and  the  leader  and,  perhaps  most  import- 
antly, makes  clear  comparisons  between  the 
Italian,  French  and  German  styles  of  the  late 
Baroque  era  (1725-50)  -  their  forms  and 
genres  -  and  provides  a  perspective  from 
which  his  readers  may  evaluate  music  of  the 
period. 

Reusncr.  See  Northern  Europe  /  North 
Germany. 

Rowe,  Walter  (d  ?i647).  English  viol  player 
and  composer  at  the  Berlin  Hofkapelle. 
Thought  to  have  been  a  pupil  of  Alfonso  Fer- 
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rabosco  the  younger,  Rowe  took  up  his 
appointment  in  Berlin  in  1614,  visiting 
William  Brade  at  Hamburg  en  route  from 
England.  Highly  esteemed  as  a  player  and 
teacher,  his  pupils  included  S.  T.  Staden  and 
the  Brandenburg  princesses,  for  one  of  whom 
he  compiled  a  songbook.  I  lis  son,  of  the  same 
name  (d  1671),  was  also  a  viol  player  to  the 
Elector  of  Brandenburg. 

Sebastian!,  Johann  (1622-83).  Conservative 
composer  of  sacred  and  occasional  music,  best 
known  for  his  large-scale  St  Matthew  Passion 
(by  1663),  who  served  as  Kantor  of  Konigs- 
berg  (1661)  and  then  Kapellmeister  to  the 
Elector  of  Brandenburg  (1663-79). 

Strieker,  August  in  Reinhard  (d  after  1720). 
Tenor  and  violinist  who  preceded  J.  S.  Bach 
as  Kapellmeister  at  Cothen  (17 12-17).  Before 
taking  up  that  post,  he  served  in  the  court 
orchestra  in  Berlin  (from  1702),  where  he 
produced  two  German  operas  (one  in  col- 
laboration with  J.  B.  Volumier  and  Gottfried 
Finger).  At  Cothen,  Strieker  published  a  col- 
lection of  Italian  cantatas  (17 15).  His  last 
appointment  was  at  the  court  at  Neuburg,  in 
the  service  of  the  Elector  Palatine  Carl  Philipp. 
Johann  Mattheson  dedicated  Das  beschutzte 
Or  chest  re  (1717)  to  him. 

Torelli,  Giuseppe.  See  Italy  7  Papal  States: 
Bologna-Ferrara. 

Volumier,  Jean  Baptiste.  See  Northern 
EUROPE  4  Saxony  and  Thuringia:  Dresden. 


Hamburg 

Bach,  Carl  Philipp  Emanuel.  See  North- 
ern EUROPE  /  North  Germany:  Berlin. 

Becker,  Dietrich  (1623-79).  Violinist  (whose 
first  post  in  Holstein  was  as  an  organist  in 
1645),  and  composer  of  chamber  music. 
Becker  turned  to  the  v  iolin  in  the  early  1650s, 
gaining  a  post  at  the  Celle  court  chapel  in 
1658.  He  returned  to  Hamburg  as  a  municipal 
violinist  in  1662,  succeeding  Johann  Schop 
the  elder  as  the  director  of  the  Ratsmusik  five 
years  later.  In  1668  he  published  Musicalische 
Fruhlings-Fruchte,  a  collection  of  sonatas  and 
suites  for  three  to  five  instruments,  followed 
by  two  further  collections  of  trios  in  1674  and 
1679.  In  1674  Becker  was  appointed  director 
of  music  at  I  Iamburg  Cathedral  and  four  years 
later  published  Traur-  und  Begrabnuss-Musik 
for  voices  and  instruments. 

Bernhard,  Christoph.  Sec  Northern  Europe 
4  Saxony  and  Thuringia:  Dresden. 
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Bradc,  William.  See  Northern  Europe  / 
North  Germany. 

Brockes,  Barthold  Heinrieh  (1680- 1747). 
Poet  and  founder  of  the  Teutschiibenden 
Gesellschaft  (171 5),  whose  Passion  oratorio 
libretto  ( 1 7 1 2),  poetically  paraphrased  from  all 
four  gospels,  was  set  by  most  of  the  prominent 
Lutheran  composers  of  the  day  -  including 
Reinhard  Reiser,  Telemann,  Handel  and 
Johann  Mattheson  -  and  used  in  part  by  Bach 
for  his  St  John  Passion.  Brockes  was  a  pupil 
at  the  Johanneum  and  the  Gymnasium  before 
studying  law  at  Halle  (1700-02),  where  he 
held  weekly  concerts  in  his  quarters. 

At  Hamburg  he  became  a  member  of  the 
senate  in  1720  and  remained  involved  in  civic 
affairs  throughout  his  life.  A  European  tour 
following  the  completion  of  his  studies  left 
him  with  a  taste  for  art  and  antiquities  as  well 
as  botany.  His  171 2  collection  of  devotional 
poetry  was  reprinted  more  than  30  times  in 
the  decade  that  followed. 

Bronner,  Georg  (1667-1720).  Organist  and 
composer  who  was  associated  as  both  admin- 
istrator and  composer  at  the  Hamburg  Opera. 
Almost  from  the  beginning,  Bronner  divided 
his  time  between  his  duties  as  the  organist  of 
the  Heilig  Geist  hospital  (where  he  succeeded 
his  father,  Christoph,  in  1689),  and  the 
theatre.  From  1693  until  1702  he  composed 
operas,  collaborating  on  some  of  them  with 
Johann  Mattheson  and  J.  C.  Schieferdecker. 
In  1696,  the  year  in  which  he  took  on 
additional  duties  as  deputy  organist  at  the 
Nicolaikirche,  Bronner  published  six  sacred 
concertos  which  demonstrate  his  command  of 
text-setting,  harmony  and  vocal  orna- 
mentation. Like  his  operas,  his  two  oratorios 
are  lost.  In  1715  he  published  a  book  of 
chorales,  notable  for  its  versatile  settings  (solo 
versions  with  figured  and  unfigured  basses  as 
well  as  vocal  trios). 

Bruhns,  Nicolaus.  See  Northern  EUROPE  2 
Scandinavia. 

Conradi,  Johann  Gcorg  (d  1699).  Kapell- 
meister who,  during  the  1690s,  served  as 
music  director  of  the  Hamburg  Opera.  In 
that  capacity  he  composed  at  least  nine  operas, 
of  which  Die  schbne  und  getreue  Ariadne  ( 1 69 1 ) 
is  the  earliest  surviving  opera  composed 
especially  for  I  lamburg.  Conradi  originated  in 
Middle  Germany,  where  he  was  director  of 
music  at  the  court  of  Oettingen-Octtingen 
from  1 67 1  until  1682,  then  Kapellmeister  at 
the  Ansbach  court  of  the  cultured  Margrave 
Johann  Fricdrich,  for  whom  he  composed 
sacred  music  (now  lost).  With  the  death  of  the 
margrave,  Conradi  sought  a  similar  post  and 


in  1687  obtained  one  at  Romhild,  where  he 
assembled  a  fine  orchestra. 

Conradi  must  surely  have  composed  operas 
prior  to  his  appointment  at  Hamburg,  for  his 
Hamburg  operas  reveal  a  well-developed  and 
cosmopolitan  technique  which  effectively 
combined  French  overtures  and  dances  with 
both  highly  charged  recitatives  and  da  capo 
arias. 

Feind,  Barthold  (1678  1721).  Lawyer  by 
profession,  librettist  and  aesthetician  by 
persuasion.  Feind  wrote  texts  -  notable  for 
their  development  of  character  and  emotional 
intensity,  and  frequently  incorporating  scenes 
of  v  iolence  for  Reinhard  Keiser  and  Chris- 
toph Graupner  between  1705  and  17 19,  in 
spite  of  periods  of  exile  and  imprisonment. 
Well  educated  (at  the  universities  of  Halle  and 
Wittenberg)  and  well  travelled  (in  France  and 
Italy),  Feind  became  actively  involved  in 
Hamburg  politics;  for  his  opinions,  he  was 
hung  in  effigy  (1707),  and  a  performance  of 
Graupner's  V amort  ammalato  on  a  text  by 
Feind  was  stopped  by  demonstrators  (1708), 
impelling  him  to  leave  Hamburg,  though  he 
was  quickly  absolved  of  guilt  and  permitted 
to  return.  However,  in  the  interim  he  served 
as  a  tutor  to  the  son  of  a  Swedish  baron,  a 
connection  which  later  (17 17)  led  to  his  arrest 
and  imprisonment  by  the  Danish  during  the 
Swedish-Danish  war.  His  Deutsche  Gedtchte 
. . .  sammt  einer  Vorrede  . . .  und  Gedanken  von 
der  Opera  (1708)  remains  an  important  source 
of  North  German  opera  aesthetics. 

Fortsch,  Johann  Philipp  (1652-1732).  Royal 
physician  and  diplomat  whose  early  career 
was  spent  as  a  singer  and  composer.  Fortsch 
studied  music  at  Frankfurt,  then  medicine, 
philosophy  and  law  at  the  univ  ersities  of  Jena 
and  Erfurt;  he  travelled  for  several  years,  then 
settled  in  Hamburg  where  he  sang  with  the 
Ratschor  and  the  Opera.  Though  he  was  later 
to  become  the  resident  composer  at  the 
Hamburg  Opera,  producing  two  operas  a  year 
from  1684  until  1690,  Fortsch  was  away  from 
Hamburg  during  the  early  1680s,  directing 
the  I  lofkapcllc  at  Gottorf  and  completing  his 
doctorate  in  medicine  at  the  University  of 
Kiel. 

After  a  very  successful  period  in  Hamburg 
he  put  aside  musical  ambitions  and  became 
court  physician  first  to  his  Gottorf  patron, 
Christian  Albrecht  of  Schleswig-Holstein, 
then  to  the  Bishop  of  Liibeck,  for  whom  he 
also  undertook  political  and  diplomatic  mis- 
sions. In  addition  to  operas,  he  composed 
church  cantatas  for  Gottorf  and  wrote  two 
treatises  on  music. 
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Franck,  Johann  Wolfgang  ( 1644- 1 710). 
Franconian  composer,  who  worked  in  his 
native  Ansbach  and  Hamburg  before  settling 
in  London  in  1690.  His  first  appointment  was 
as  tutor  to  the  daughters  of  the  Ansbach  royal 
household  in  1666,  although  by  1668  he  had 
been  granted  leave  to  study  in  Italy.  He 
returned  with  new  ideas  and  standards  with 
which  he  set  about  transforming  the  Ansbach 
Hofkapelle.  As  Director  der  Comoedie,  he 
imposed  a  Lullian  discipline  on  the  orchestra 
and  composed  at  least  one  ballet  and  two 
Venetian-style  operas.  He  also  provided 
sacred  music  and  in  1677  became  chaplain. 

His  progress  there  came  to  an  abrupt  end 
in  1679  when  he  was  accused  of  assassinating 
another  court  musician.  He  secured  legal 
asylum  in  Hamburg  where  he  was  immedi- 
ately named  director  of  the  Theater  am  Gan- 
semarkt.  He  had  produced  17  operas  by  the 
time  he  left  Hamburg  in  1687,  including 
Aeneas  (1680),  which  incorporates  the  earliest 
known  aria  with  trumpet  obbligato,  and  Cara 
Mustapha  (1686),  an  opera  about  the  Turkish 
siege  of  Vienna,  in  which  he  blended  French, 
German  and  Italian  traits.  From  1682  until 
1686  he  also  served  as  director  of  music  at  the 
Lutheran  cathedral.  In  London  he  published 
songs  and  collaborated  on  concerts  with 
Robert  King. 

Graupner,  (Johann)  Christoph.  See 
Northern  EUROPE  5  West  Germany  an  J  the 
Rhmeland. 

Griinewald,  Gottfried.  See  Northern 
EUROPE  7  Itinerant  Musicians. 

Harms,  Johann  Oswald.  See  Northern 
Europe  4  Saxony  and  Thunngia:  Dresden. 

Hunold,  Christian  Friedrich  ['Menantes'] 
(168 1 -1 721).  Saxon  novelist,  acsthctician  and 
librettist  who  worked  in  Hamburg  (1700-06). 
Hunold  was  educated  in  Arnstadt,  Weissenfels 
and  Jena.  He  settled  in  Hamburg  where  he 
gained  a  reputation  as  a  critic  and  writer. 
Reinhard  Keiser  recognized  his  gifts  and  com- 
missioned an  adaptation  of  Salomon  in  1703, 
then  collaborated  on  an  opera  (Der  gesturzte 
und  wieder  erhdhte  Nebucadnezar,  1704)  and 
an  oratorio  (Der  blutige  und  sterbende  Jesus, 
1705).  However,  he  made  life  quite  impossible 
for  himself  by  publishing  a  frank  account  of 
the  scandalous  affairs  of  singers  and  others 
associated  with  the  Hamburg  Opera  entitled 
Satyrtscher  Roman;  threatened  with  lawsuits 
and  assassination,  he  returned  to  Saxony.  He 
immediately  published  an  important  survey  of 
the  conventions  pertaining  to  opera,  oratorio 
and  cantata  texts  (Theatralische,  galante  und 
getstluhe  Gedichte,  1706)  and,  in  1708,  took  up 
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the  relatively  innocuous  post  as  lecturer  in 
poetry  and  rhetoric  at  the  University  of  Halle, 
studying  law  after  gaining  a  doctorate  in  17 14. 
A  year  later  he  published  a  useful  introduction 
to  German  literary  and  rhetorical  terminology 
(Einleitung  zur  teutschen  Oral  one). 
Keiser,  Reinhard  (1674- 1739).  Kapellmeister, 
public  opera  house  administrator  and  an 
important  and  original  composer  of  German 
opera,  working  mainly  in  Hamburg.  His  start 
in  life  was  not  auspicious:  his  father  Gottfried 
(d  C1712)  abandoned  his  family  in  the  year  of 
Reinhard's  birth.  Fortunately,  Reinhard  was 
able  to  gain  a  place  at  the  Thomasschulc  in 
Leipzig,  where  from  1685  he  would  have 
learnt  from  Johann  Schelle  and  Johann 
Kuhnau. 

Keiser  held  a  varied  succession  of  minor 
court  posts  -  among  them,  Cammer-Componist 
at  the  Brunswick  court  (early  1690s), 
Kapellmeister  to  the  Duke  of  Mecklenburg  at 
Schwerin  (1700)  and  Kapellmeister  (not  Hof- 
kapellmeister  as  he  had  hoped)  at  Copenhagen 
(1721-2)-  and  was  a  guest  at  others  (including 
the  Stuttgart  court  of  the  Duke  of  Wiirt- 
temberg);  but  it  was  at  I  lamburg  that  he  made 
his  mark,  as  a  director-composer  of  the 
Theater  am  Gansemarkt.  When  Keiser 
arrived  in  Hamburg,  he  had  already  proved 
his  abilities  as  the  composer  of  three  theatre 
pieces  for  the  Brunswick  court. 

Keiser  worked  quickly,  producing  as  many 
as  eight  new  operas  in  1698-9  and  26  between 
1709  and  1718.  He  favoured  the  texts  of  Postel, 
Hinsch  and  Feind  and,  during  his  trouble- 
ridden  tenure  as  director  at  the  Theater  am 
Gansemarkt  (1702-7),  he  worked  closely  with 
the  text  adapter  Driisicke,  producing  17 
operas  of  his  own  as  well  as  new  operas  by 
Johann  Mattheson,  Handel  and  Gottfried 
Griinewald.  Many  of  his  operas  were  in  fact 
Singspiels  composed  to  mark  special 
occasions  -  royal  birthdays,  weddings,  and 
coronations  as  far  afield  as  London  and 
Vienna.  His  use  of  Lower  Saxon  dialect 
(Plattdeutsch)  in  the  arias  and  comic  scenes  of 
Der  Camera  I  ran  Venedig  (1707)  created  a 
sensation  (macaronic  texts  in  Italian  and 
German  were  not  uncommon);  like  a  number 
of  his  other  later  operas,  Carneial  incorporates 
arias  by  Christoph  Graupner.  More  import- 
antly, Keiser's  imaginative  use  of  instruments 
and  formidable  powers  of  characterization 
ensured  the  popularity  both  of  his  operas  and 
his  oratorios. 

However,  the  competition  to  have  works 
performed  in  Hamburg  was  lively  and  when- 
ever Keiser  was  absent  (1707-8,  1718-23)  his 
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music  was  neglected  in  favour  of  that  of 
Handel  and  Graupner.  When  he  returned  to 
Hamburg  briefly  in  1721,  he  had  to  mount 
the  production  of  Der  siegcnde  David  at  the 
Drillhaus.  But  it  was  Telemann  who  -  both 
as  Kantor  of  the  Johanneum  with  responsi- 
bilities to  the  five  principal  Hamburg 
churches,  and  as  director  of  the  Hamburg 
Opera  from  1722  -  ultimately  blocked  his 
advancement  there.  Keiser's  rapport  with 
Mattheson  was  more  fruitful.  They  enjoyed  a 
close,  stimulating  friendship,  regularly  per- 
forming one  another's  music,  and  Reiser  con- 
tributed to  Mattheson's  Das  neu-erbffnete 
Orchestre  (17 13).  Both  Telemann  and  Mat- 
theson provided  obituaries  on  Keiser's  death. 

After  a  final  spate  of  operas,  composed 
between  1723  and  1730,  Keiser  spent  his  last 
years  as  a  Canomcus  minor,  composing  only 
sacred  music.  Over  the  years  he  had  gained 
wide  recognition  for  his  oratorios,  including 
an  early  setting  of  Brockes's  Passion  (1712), 
and  in  1736  composed  a  Te  Deum.  His  St 
Mark  Passion  (h-jij)  influenced  Bach's  St 
Matthew  Passion  a  decade  later. 

Kremberg,  Jakob.  See  Northern  Europe  7 
Itinerant  Musicians. 

Kusser,  Johann  Sigismund.  See  Northern 
EUROPE  7  Itinerant  Musicians. 

Lorcntz,  Johann.  See  Northern  Europe  2 
Scandinavia. 

Lustig,  Jacob  Wilhelm.  See  Low  countries 
/  United  Provinces. 

Mattheson,  Johann  (1 681-1764).  Hamburg 
composer  and  important  writer  who  chron- 
icled the  transition  from  German  Baroque  to 
pre-Classical  styles  in  his  books,  his  periodical 
Critica  musica  -  the  first  German  music 
periodical  -  and  his  theoretical  treatises.  As 
the  son  of  a  tax  collector,  Mattheson  benefited 
from  family  wealth  and  ambition:  as  a  child  he 
was  instructed  in  foreign  languages,  fencing, 
riding,  dancing  and  drawing  as  well  as  on 
musical  instruments  (organ,  viol,  violin,  flute, 
oboe  and  lute);  later  he  studied  law  and  edu- 
cation at  the  Johanneum. 

During  the  1690s  he  served  for  a  time  as  a 
page  at  the  court  of  the  Count  v  on  Giildenlow 
and  began  singing  in  the  chorus  and  taking 
minor  roles  in  Hamburg  Opera  productions. 
I  le  made  his  debut  with  the  company  as  a 
soprano  soloist  in  1606,  but  within  a  year  his 
voice  had  changed  and  so  from  1607  until  1705 
he  sang  tenor  roles.  In  all,  he  took  part  in 
about  65  new  operas,  also  conducting  (under 
J.  G.  Conradi,  J.  S.  Kusser  -  from  whom  he 
acquired  knowledge  of  the  Italian  sty  le  -  and 
Reinhard  Keiser)  and  composing  his  own 


operas,  of  which  Die  Plejades  (1699)  was  the 
first. 

He  befriended  the  young  Handel  (four  years 
his  junior)  on  the  latter's  arrival  in  Hamburg 
in  1703,  guided  him  in  his  first  efforts  to 
compose  dramatic  music  and  secured  a  place 
for  him  among  the  second  violins  and  as  a 
deputy  harpsichordist  in  the  opera  orchestra. 
In  late  summer  that  first  year  they  travelled 
together  to  nearby  Liibeck  to  meet  Buxtehude 
(and  his  daughter),  who  was  retiring  from 
his  organ  post  at  the  Marienkirche.  However, 
their  friendship  was  severely  tested  by  an  inci- 
dent which  took  place  during  a  performance 
of  Mattheson's  Cleopatra  in  1704:  a  dis- 
agreement erupted  when  Mattheson,  who  was 
singing  the  role  of  Antonius,  attempted  to 
unseat  Handel  at  the  harpsichord  after  Anton- 
ius's  suicide  in  the  middle  of  the  third  act; 
when  Handel  refused  to  retire  Mattheson 
challenged  him  to  a  duel.  Handel's  life  was 
said  to  have  been  saved  by  a  well-placed  coat 
button.  That  Mattheson  took  the  leading  role 
in  Handel's  Almtra  in  1705  is  evidence  that, 
having  spent  their  passions,  they  were  able  to 
repair  their  friendship. 

Although  an  accomplished  -  indeed,  it  is 
said,  virtuoso  -  organist,  Mattheson  never 
took  up  any  of  the  posts,  available  or  proffered, 
such  as  that  at  Liibeck  or  as  Reincken's  suc- 
cessor at  the  Catharinenkirche.  Instead,  he 
became  tutor  to  the  son  of  Sir  John  Wich,  the 
English  ambassador,  and  then  long-serving 
secretary  to  Wich  himself  in  1706.  Because  of 
his  background,  Mattheson  rose  with  ease  to 
the  demands  of  his  new  post.  He  was  entrusted 
with  diplomatic  missions  abroad  as  the  ambas- 
sador's official  representative,  becoming  an 
excellent  English  speaker,  well  versed  in 
English  law,  politics  and  economics.  In  1709 
he  married  an  English  woman.  Far  from  aban- 
doning his  career  in  music,  Mattheson  took 
on  additional  responsibilities  as  music  director 
of  the  cathedral  (1715-28)  and  as  Kapellmeis- 
ter to  the  Duke  of  Holstein  (17 19),  all  the 
while  remaining  in  the  sen  ice  of  Sir  John. 

During  the  next  quarter  of  a  century,  Mat- 
theson was  extremely  prolific  as  a  composer 
and  writer,  producing  many  translations  of 
English  books,  pamphlets  and  articles.  Among 
the  music  he  composed  were  cantatas,  ser- 
enades, a  Magnificat  and  an  oratorio,  Das  Lied 
des  Lammes.  Increasing  deafness  forced  his 
retirement  from  the  cathedral  as  early  as  1728, 
although  he  continued  to  compose  until  as  late 
as  1760,  when  he  produced  his  own  funeral 
oratorio,  Das  friihliche  Sterbelted,  which  Tel- 
emann conducted  four  years  later. 
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His  first  (and  most  far-reaching)  book  on 
music  was  Das  neu-eroffnete  Orchestre  (1713). 
In  it  he  attempted  to  sweep  away  the  tra- 
ditional attitudes  on  music  theory  (such  as  the 
validity  of  solmization  and  the  church  modes 
for  contemporary  music)  and  aesthetics,  and 
to  encourage  their  re-examination  and  refor- 
mulation. To  his  ear  the  interval  of  a  fourth 
could  be  considered  either  consonant  or  dis- 
sonant, according  to  the  context;  major  and 
minor  scales  could  be  shown  to  have  different 
affective  connotations.  Me  also  made  a  plea  for 
native  German  composers  to  assert  themselves 
more  decisively  instead  of  acquiescing  to  the 
resident  Italians.  Inevitably,  it  stimulated  a 
conservative  response  which  Mattheson 
quashed  with  well-placed  satire.  The  criticism 
came  from  the  theorist  J.  H.  Buttstett,  writing 
in  Ut,  mi,  sol,  re,  fa,  la,  tola  musica  et  harmonia 
aeterna  (171 6),  which  Mattheson  parried  with 
Das  beschutzte  Orchestre  (1717),  to  which 
Buttstett  obdurately  replied  with  Der  wider 
das  Beschutzte  Orchestre  ergangenen  bffent- 
lichen  Erkldrung  (2/1 718).  Das  neu-eroffnete 
Orchestre  became  a  rallying  point  for  Enlight- 
enment musical  intellectuals  and  was  the 
subject  of  some  of  the  first  lectures  on  music 
for  more  than  a  century  at  a  German  univer- 
isty,  given  by  C.  G.  Schroter  at  the  University 
of  Jena  in  1724. 

In  1722  he  inaugurated  his  innovative 
journal  Critica  musica,  which  survived  until 
1725,  during  which  time  he  produced  24 
issues.  Intent  upon  presenting  a  wide  range  of 
views,  he  published  in  the  first  issue  his  own 
annotated  translation  of  Raguenet's  con- 
troversial Parallele  des  italiens  et  des  francois 
(1702),  along  with  Le  Cerf  de  La  Vieville's 
reply,  the  Comparison  de  la  musique  italienne 
et  de  la  musique  francaise  (1704-6).  Recent 

musical  events  arc  chronicled  and  new  books 
reviewed;  excerpts  from  his  correspondence 
with  Handel,  J.  J.  Fux,  Telemann,  Johann 
Kuhnau,  J.  D.  Heinichen,  J.  P.  Krieger  and 
Johann  Theile  are  included  in  the  subsequent 
issues.  Mattheson  sought,  in  Der  musical- 
ischer  Patriot  (1728),  to  justify  the  use  of  the 
theatrical  style  in  Lutheran  church  music. 
Digressing,  he  wrote  of  his  experiences  at  the 
Hamburg  Opera,  providing  an  inventory  of 
the  works  performed  there,  and  attributing 
the  collapse  of  the  Opera  to  the  decline  in  the 
taste  of  the  public.  A  devout  Lutheran  later, 
he  donated  most  of  his  wealth  to  the  rebuilding 
of  the  great  organ  (which  had  been  destroyed 
by  fire)  at  the  Michaeliskirche. 

There  followed  two  treatises  on  keyboard 
playing,  the  Grosse  General-Bass-Schule  (1731), 
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with  instructions  to  the  soloist  on  how  to 
improvise  from  a  bass,  and  the  Kleine  General- 
Bass-Schule  (1735),  aimed  at  the  accompanist 
wishing  to  realize  a  figured  bass.  Drawing 
upon  his  experiences  as  a  court  and  cathedral 
music  director,  he  published  Der  vollkommene 
Capellmeister  in  1739,  in  which  he  provided 
the  would-be  Kapellmeister  with  all  the  necess- 
ary training  and  guidance  needed  -  whether 
in  the  service  of  a  church,  city  or  court.  Its 
importance  lies  in  his  systematic  presentation 
of  musical  rhetoric,  the  'Doctrine  of  the 
Affections',  which  he  believed  was  conveyed 
by  melody.  His  last  and  most  valuable  work 
was  the  Grundlage  einer  Ehren-P forte  (1740), 
a  lexicon  based  on  reminiscences,  excerpts 
from  correspondence  and  autobiographies 
contributed  by  149  German  musicians; 
notably  absent  from  the  list  is  Bach,  who 
declined  to  supply  xMattheson  with  the  details 
of  his  life. 

Mingotti.  See  Italy  10  Itinerant  Musicians. 

Neumeister,  Erdmann  (1 671-1756).  Poet 
and  pastor  of  the  Jacobikirche  in  Hamburg 
from  1715  until  1755,  he  wrote  nine  cycles  of 
cantata  texts  for  the  entire  church  year.  J.  P. 
Krieger  composed  music  for  at  least  79  of  his 
texts  (many  before  they  met  in  Weissenfels 
in  1704).  Ncumeister's  two  cycles  for  the 
Eisenach  court  (171 1  and  171 4)  were  set  by 
Telemann  while  many  other  composers,  in- 
cluding Bach,  set  individual  texts. 

Niedt,  Friedrich  Erhard.  See  Northern 
Europe  4  Saxony  and  Thuringia. 

Postel,  Christian  Heinrich  (1658-1705). 
Poet  and  prolific  opera  librettist  originally 
from  Freiburg,  working  in  Hamburg.  After 
studies  at  the  Hamburg  Johanneum,  and  at 
Leipzig  and  Rostock  universities  (where  he 
read  law),  Postel  spent  five  years  travelling  to 

the  Low  Countries,  England  and  France 
before  embarking  on  his  law  career  in  1688. 
Soon  afterwards,  through  his  friend  Gerhard 
Schott  (one  of  the  founding  administrators), 
he  became  involved  in  the  Hamburg  Opera, 
contributing  librettos  -  strong  on  character 
development  within  stereotyped  plots  -  which 
were  set  by  J.  G.  Conradi,  J.  P.  Fortsch, 
Reinhard  Keiser  and  J.  S.  Kusser. 
Praetorius,  Jacob  (1 586-1651).  Organist, 
teacher  and  composer  who  served  from  1603  as 
organist  of  the  Petrikirche.  Praetorius  studied 
with  Sweelinck  (who,  in  turn,  composed  a 
motet  for  Praetorius's  wedding  in  1608)  and 
was  himself  the  teacher  of  Matthias  Weck- 
mann  and  Berendt  Petri,  among  others.  In 
1635  his  daughter  married  a  Danish  pupil, 
Johann  Lorentz.  While  Petri  was  a  pupil 
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2  Opera  performed  in  the  private 
theatre  of  the  Turin  royal  palace  as 
part  of  the  celebrations  marking  the 
arrival  of  the  Princess  of  Piedmont 
in  1 722;  engraving  by  A.  Aveline 
after  Filippo  Juvarra. 


3  Staged  performance  of  G.B. 
Costanzi's  oratorio  Componimento 
sacro  given  at  the  Palazzo  della 
Cancelleria,  Rome,  in  1727  for 
members  of  the  Accademia 
dell'Arcadia. 


4  Outdoor  performance  of  J.-B.  Lully's  tragedie  lyrique  AUeste  in  the  Cour  de  Marhre  at  Versailles  on  4 
July  1674;  engraving  (1676)  by  J.  Le  Pautre. 


5  Le  temps  de  la  soiree,  one  of  a  series  of  engravings  {Les  heures  du  jour,  1738)  by  F.A.  Aveline  depicting 
aristocratic  life  in  the  Rococo  era;  after  Mondon  le  fils. 


laterial 


6  Michel  dc  La  Barrc  and  other  musicians  (thought  to  be  the  viol  player  Marin  Marais  and  the  wind 
players  Louis  and  Nicolas  Hotteterre);  painting  (c  1710)  attributed  to  Robert  de  La  Tournieres  [Levrac]. 
The  music  is  copied  from  La  Barre's  Troisieme  Hire  de  trios,  pour  ies  violons,  flutes  et  hautbois  (1707). 


7  Viol  consort  at  the  Brunswick  court  of  Duke  August  the  Younger;  painting  (1645)  by 
Albert  Frcysc. 


8  Stage  and  orchestra  pit  of  the  Dresden  court  theatre  during  a  performance  of  Antonio 
Lotti's  Teofane  in  1719;  pen-and-ink  drawing  by  Heinrich  Christoph  Fchling. 


9  Concert  at  Sanssouci,  Potsdam,  with  Frederick  the  Great  as  flute  soloist;  engraving  (after  1740)  bv 
P.  Haas. 


10  Interior  of  Augsburg  Cathedral;  detail  of  a  painting  ( 1616)  by  Tobias  Maurer.  In  the  gallery  at  the 
west  end  of  the  cathedral  musicians  seem  to  be  taking  part  in  the  service;  the  organist  may  be  Christian 
Erbach. 


1 1  The  imperial  theatre,  Vienna,  during  the  performance  of  Antonio  Cesti's  //  porno  J'oro  (composed  for 
the  marriage  of  Leopold  I  and  Margareta  Teresa  of  Spain)  in  1668;  engraving  by  F.  Geffels. 


12  Cesti's  //  porno  d'oro;  engraving  by  M.  Kiissel  after  Lodovico  Burnacini's  design  for  Act  IV,  scene  14 
(Fortezza  di  Marte)  which  conveys  something  of  the  scale  of  the  occasion. 
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13  Performance  of  J.J.  Fux's  Costanza  e  Fortezza  giv  en  in  the  arena  of  Prague  castle  as  part 
of  the  celebrations  for  the  coronation  of  Emperor  Charles  VI  as  King  of  Bohemia  in  1723; 
engraving  by  Birckart  after  Giuseppe  Galli-Bibiena. 


14  Concert  in  the  Guild  of  Shoemakers,  Zurich,  1753;  photographic  reproduction  (of  a  lost 
original)  from  the  Zurcher  Taschenbuch  (191 1). 
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( 1 609-11),  he  compiled  a  manuscript  (the 
Visby  Tablature)  of  organ  music  (some  of  it 
requiring  three  manuals  plus  pedals)  by  Prae- 
torius  and  his  father.  Praetorius  also  com- 
posed four-part  chorale  settings  and  motets. 
Reincken,  Johann  Adam  (1623- 1722). 
Organist,  teacher  and  composer  of  either 
Netherlands  or  Alsatian  background.  After 
studies  with  Heinrich  Scheidemann  at 
Hamburg  (1654-7),  Reincken  briefly  took  up 
the  organ  post  at  the  Berghkercke  in  Deventer, 
only  to  return  to  Hamburg  in  1658  as 
Scheidemann's  assistant  at  the  Catharinen- 
kirche.  Five  years  later  he  succeeded  him. 

Reincken  was  a  close  friend  of  Johann 
Theile,  with  whom  he  founded  the  Hamburg 
Opera  in  1678,  and  Dieterich  Buxtehudc,  who 
visited  him  from  Liibeck.  The  young  Bach 
went  to  hear  him  play  sometime  between  1700 
and  1702,  taking  away  copies  of  Reincken 
sonatas  to  transcribe.  Reincken  composed 
chamber  music  for  Johann  Theile's  collegium 
musicum,  though  only  his  Hortus  musicus 
(1687)  survives.  He  wrote  manuscript  virtuoso 
organ  music  to  show  off  the  power  of  his 
technique  and  that  of  the  four-manual  organ 
at  his  disposal;  this  is  best  summed  up  in 
his  extended  fantasia,  An  Jen  Wasserflussen 
Babylon. 

Rowe,  Walter.  See  Northern  Europe  /  North 
Germany:  Berlin. 

Scheibe,  Johann  Adolph.  Sec  Northern 
Europe  2  Scandinavia. 

Scheidemann,  Heinrich  (4-1595-1663).  A 
leading  organist,  teacher  (a  founder  of  the 
North  German  organ  school)  and  composer  of 
chorale-based  music.  I  lis  studies  with  Swee- 
linck  (161 1-14)  proved  stimulating,  and 
Scheidemann  was  able  to  take  Sweelinck's 
keyboard  style  a  step  further,  refining  the 
organ  idiom  in  particular.  Scheidemann  was 
inspired  by  Scheidt's  chorale  ricercares 
(1624),  and  his  own  chorale  compositions 
include  transcriptions  for  organ  of  vocal  mon- 
odies and  virtuoso  chorale  fantasias,  requiring 
two  manuals  plus  pedals;  these  in  turn  influ- 
enced the  next  generation  of  organ  composers. 
Scheidemann  also  composed  works  without  a 
cantus  firmus,  notably  works  labelled  'Prae- 
ambulum',  which  foreshadowed  the  paired 
prelude  and  fugue;  his  Magnificat  settings 
were  the  most  highly  esteemed  of  all.  His 
music  circulated  widely  in  manuscript. 

In  1629  he  succeeded  his  father  as  organist 
of  the  Catharinenkirche  in  Hamburg,  where 
he  remained,  assisted  in  his  last  years  by  his 
pupil  and  successor,  J.  A.  Reincken.  Schei- 
demann was  a  friend  of  Thomas  Selle,  Jacob 
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Praetorius,  Johann  Schop  the  elder  and  Mat- 
thias Weckmann,  and  the  collaborator  of  the 
poet  Johann  Rist. 

Schickhardt  Johann  Christian.  See  Low 
countries  /  United  Provinces. 

Schop.  Family  of  instrumentalists  and  com- 
posers, of  whom  Johann  the  elder  (d  1667) 
was  most  prominent.  After  a  probationary  post 
in  the  Wolfenbuttel  Hofkapelle,  Johann 
Schop  -  a  violinist  who  also  played  the  viol, 
lute,  cornett  and  trombone  -  spent  time  at  the 
Danish  court  (from  161 5)  where  he  was  much 
influenced  by  the  English  and  Italian  string 
players.  His  stay  was  cut  short  by  a  plague 
epidemic  in  16 19  which  forced  him  hastily  to 
return  to  Germany.  By  1 621  he  was  the  leading 
municipal  viol  player  and  director  of  the  Rats- 
musik  (the  council  musicians'  collective)  in 
Hamburg,  although  it  was  as  one  of  the  earliest 
German  violinists  that  he  made  the  greatest 
impact.  In  1634  he  accompanied  Heinrich 
Schiitz  and  Heinrich  Albert  to  Copenhagen 
for  a  royal  wedding;  during  the  celebrations, 
he  won  a  contest  with  the  French  violinist 
Jacques  Foucart.  He  returned  to  Hamburg  in 
spite  of  Christian  IV's  efforts  to  keep  him. 
Schop  composed  sacred  concertos  and  solo 
songs. 

His  son,  Johann  Schop  the  younger  (1626- 
after  1670),  was  also  a  viol  player  and  song 
composer;  as  a  member  of  the  Schwerin  court, 
he  accompanied  Duke  Christian  Ludwig  to 
Paris  several  times,  evidently  taking  part  in 
performances  of  operas,  and  is  thought  to  hav  e 
visited  England.  Albert  Schop  (1632  after 
1667),  an  organist  and  song  composer,  studied 
with  Heinrich  Scheidemann  before  taking  up 
a  court  post  at  Gustrow  in  1655. 
Schiitz.  Sec  Northern  Europe  6  Middle 
Germany. 

Selle,  Thomas  (1599-1663).  Kantor  at  the 
Hamburg  Johanneum  and  prolific  (if 
mediocre)  composer  of  vocal  music.  Though 
more  at  ease  in  lighter  forms,  Selle  wrote  a  St 
John  Passion  ( 1 64 1 )  that  ranks  as  one  of  the 
most  important  of  the  period.  I  Ic  studied  at 
Leipzig  and  served  as  Kantor  at  several  north- 
west German  cities  before  taking  the 
Hamburg  post  in  1641.  In  addition  to  his 
academic  duties  he  took  on  the  responsibilities 
(maintenance  of  standards)  of  the  civic  direc- 
tor of  church  music  in  Hamburg.  In  these 
capacities  he  composed  sacred  concertos  and 
occasional  works.  His  settings  of  texts  by  Rist 
mark  him  out  as  one  of  the  Hamburg  school 
of  songwriters. 

SteflTkin,  Theodore.  See  British  isles  / 
London. 
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Strangle,  Nicolaus  Adam.  See  Northern 
EUROPE  7  Itinerant  Musicians. 

Telemann,  Georg  Philipp  (1681—1767). 
Acknowledged  as  the  leading  German  com- 
poser of  his  day,  prolific  and  independent  of 
mind,  Telemann  helped  in  many  ways  to 
bridge  the  gap  between  Baroque  and  Classical 
eras.  He  served  as  Kapellmeister  at  various 
Saxon  courts  and  later  as  Kantor  of  the 
Hamburg  Johanneum  (from  1721);  his  entre- 
preneurial skills  in  publishing,  advertising  and 
distributing  his  music,  much  of  which  was 
intended  for  accomplished  amateurs,  estab- 
lished his  international  reputation;  he  was  also 
an  avid  correspondent  whose  contacts 
included  J.  S.  Bach,  C.  P.  E.  Bach  (his 
godson),  J.  C.  Bach  and  Handel.  Largely  self- 
taught,  he  was  an  inspiration  to  many  younger 
musicians  such  as  J.  F.  Fasch,  G.  H.  Stolzel, 
Christoph  Graupner,  J.  G.  Pisendel  and  J.  D. 
Heinichen.  As  a  theorist,  Telemann  exerted 
an  important  influence  upon  Johann  Matthe- 
son,  J.  G.  Walther,  J.  A.  Scheibe,  J.  J.  Quantz, 
J.  F.  Agricola  and  F.  W.  Marpurg.  He  became 
the  sixth  member  of  Mizler's  corresponding 
society.  His  life  is  documented  in  three  auto- 
biographies, written  at  the  request  of  Mat- 
theson  (1 718  and  1739)  and  Walther  (1729). 
Because  of  his  important  contribution  to  the 
development  of  the  amateur  side  of  music- 
making,  his  significance  both  as  a  composer 
and  a  musical  force  were,  until  relatively 
recently,  grossly  underrated. 

Telemann  showed  himself  to  be  deeply 
gifted  in  music  at  an  early  age,  mastering  the 
violin,  flute,  zither  and  keyboard  by  the  age  of 
ten  and  composing  an  opera  (Sigtsmundus,  on 
a  text  by  Postel)  two  years  later  -  to  the  con- 
sternation of  his  family  (particularly  his 
mother's  side),  who  disapproved  of  music. 
However,  such  resistance  served  only  to 
reinforce  his  determination  to  persevere  in  his 
studies  through  transcription  and  modelling 
his  works  upon  those  of  such  composers  as 
Agostino  Steffani,  Johann  Roscnmullcr, 
Corelli  and  Antonio  Caldara.  After  pre- 
paratory studies  at  the  Hildesheim  Gym- 
nasium, he  matriculated  in  law  (at  his 
mother's  insistence)  at  Leipzig  University  in 
1701.  That  he  had  little  intention  of  putting 
aside  his  interest  in  music  is  evident  from  his 
stop  at  Halle,  en  route  to  Leipzig,  in  order  to 
make  the  acquaintance  of  the  young  Handel. 

Indeed,  away  from  his  mother's  eye,  Tel- 
emann turned  most  of  his  attention  to  music- 
making.  Early  on  at  Leipzig,  his  setting  of  a 
psalm  was  performed  at  the  Thomaskirche 
and  was  so  well  received  that  the  mayor 
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rewarded  him  with  a  commission  to  compose 
a  cantata  for  every  other  Sunday  -  to  the 
outrage  of  the  newly  appointed  Kantor, 
Johann  Kuhnau,  who  exerted  all  his  influence 
to  curtail  Telemann's  activities  at  Leipzig. 
Within  a  year  of  his  arrival,  Telemann  had 
founded  a  student  collegium  musicum,  which 
presented  regular  public  concerts,  and  had 
been  appointed  music  director  of  the  Leipzig 
Opera,  for  which  he  composed  operas,  sang 
and  recruited  students  as  singers  and  members 
of  the  orchestra  instead  of  importing  them 
from  abroad.  In  1704  Telemann  stepped  down 
from  the  directorship  -  also  undertaking  not 
to  appear  on  stage  -  to  take  up  the  organ 
post  at  the  Neukirche,  though  he  continued  to 
compose  operas. 

No  doubt  bored  with  the  rantings  of 
Kuhnau  and  impatient  to  make  something 
more  of  his  life,  Telemann  did  not  stay  long 
in  Leipzig.  In  1705  he  accepted  an  appoint- 
ment as  Kapellmeister  to  the  cosmopolitan 
court  of  Count  Erdmann  II  of  Promnitz  at 
Sorau  (now  2ary),  where  the  vogue  for  the 
French  and  Italian  styles  provided  him  with  a 
new  challenge.  His  association  with  the  Sorau 
Kantor  and  theorist  Wolfgang  Caspar  Printz 
and  the  reformist  poet  Erdmann  Neumeister 
as  well  as  the  proximity  to  Berlin  and  contact 
with  Polish  folk  music  all  proved  stimulating. 
But  Telemann's  tenure  was  cut  short  by  the 
imminent  prospect  of  invasion  by  the  Swedish 
army,  causing  the  court  to  be  hurriedly  dis- 
banded. He  visited  Paris  in  1707. 

His  next  appointment  was  as  the  Eisenach 
court  Konzertmeister  in  charge  of  singers,  with 
Pantaleon  Hebenstreit  as  leader  of  the  orches- 
tra. His  appointment  there  (some  time 
between  1706  and  1708)  just  overlapped  with 
the  presence  of  Bach,  who  left  in  1708  to  take 
up  posts  at  the  Weimar  court.  Telemann  had 
every  reason  to  assume  that  this  would  be 
a  period  of  relative  stability  and  accordingly 
plunged  into  composing  church  cantatas, 
occasional  pieces,  orchestral  and  instrumental 
chamber  music.  He  married  and  soon  his  wife 
was  with  child,  a  state  of  affairs  that  ended 
tragically  with  her  death  in  171 1. 

A  change  of  scene  became  necessary  and  so 
he  went  to  the  free  imperial  city  of  Frankfurt 
am  Main  to  take  up  duties  as  director  of 
municipal  music  and  Kapellmeister  of  the  Bar- 
fusserkirche.  Together  with  his  activities  as 
director  of  the  Frauenstein  Society  and  the 
collegium  musicum,  which  presented  weekly 
concerts,  Telemann's  new  posts  suited  his 
talents  very  well.  He  composed  occasional 
music  for  civic  ceremonies,  five  year-long 
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cycles  of  church  cantatas,  oratorios,  orchestral 
music  and  a  wealth  of  chamber  music,  much 
of  which  was  published;  only  the  opportunity 
to  produce  opera  was  lacking,  though  he  con- 
tinued to  supply  works  to  the  Leipzig  Opera. 
He  married  again  (gaining  citizenship  through 
marriage)  and  became  a  family  man. 

While  on  a  visit  to  Eisenach  in  1 716,  he  was 
honoured  with  an  appointment  as  a  visiting 
Kapellmeister  (he  continued  to  send  new  works 
until  1720);  he  also  served  the  court  as  a  diplo- 
matic correspondent.  Further  acknowledg- 
ment of  his  increasing  stature  came  the 
following  year  when  Duke  Ernst  of  Gotha 
invited  him  to  become  Kapellmeister  of  all  his 
various  courts.  This  in  turn  forced  improve- 
ments in  his  situation  at  Frankfurt.  A  trip  to 
Dresden  in  1710  for  the  festivities  in  honour 
of  the  newly  married  Prince  Elector  Friedrich 
August  II  and  Archduchess  Maria  Josepha  of 
Austria  made  possible  a  reunion  with  I  Iandel, 
the  opportunity  to  hear  operas  by  Lotti  and  the 
dedication  of  a  collection  of  violin  concertos  to 
the  Konzertmeister  Pisendel. 

Then  in  1721,  the  coveted  post  of  Kant  or 
of  the  Hamburg  Johanneum  -  a  post  that 
traditionally  carried  with  it  teaching  responsi- 
bilities and  the  directorship  of  Hamburg's  five 
principal  churches  -  became  vacant,  and  Tel- 
emann  was  invited  to  succeed  Joachim  Ger- 
stenbuttel.  Here,  at  last,  was  a  prestigious 
post  that  would  provide  him  with  seemingly 
unlimited  opportunities  to  compose  and 
perform.  As  Kantor,  he  would  be  stretched  as 
never  before:  he  was  required  to  compose  two 
cantatas  a  week,  annually  to  produce  a  new 
Passion,  and  to  provide  occasional  works  tor 
church  and  civil  ceremonies.  And  such  was 
his  vitality  and  creative  impetus  that,  in  spite 
of  heavy  responsibilities,  he  apparently  eagerly 
sought  and  fulfilled  additional  commissions 
from  home  and  abroad. 

The  prospect  of  being  actively  involved  in 
the  Hamburg  Opera  -  his  opera  Der  geduldige 
Socrates  (text  by  Konig,  after  Minato)  had 
already   been   performed   there  earlier  that 

year  -  was  perhaps  over-optimistic,  for  there 
was  (at  least  initially)  strong  opposition  among 
the  city  fathers  to  his  participation.  Tclcmann 
reacted  characteristically  by  threatening  to 
resign:  he  applied  for  the  post  of  Kantor  of 
the  Leipzig  Thomaskirche  and  in  1722  was 
chosen  over  Bach,  Graupner  and  three  other 
candidates;  while  the  city  council  refused  to 
grant  his  release,  they  were  obliged  to  improve 
his  salary  and  withdraw  their  objections  to  his 
association  with  the  Hamburg  Opera. 

Telemann  thereupon  redoubled  his  activi- 


ties at  Hamburg,  increasing  the  number  of 
public  concerts  given  at  the  churches,  the 
Drill-Hall  and  at  a  tavern  known  as  the  'Lower 
Tree-I  louse',  at  which  a  wide  variety  of  sacred 
and  secular  music  was  performed. They  were 
patronized  by  prominent  Hamburgers  and 
supported  by  paid  admission.  More  to  the 
point,  he  was  made  music  director  of  the 
Hamburg  Opera,  remaining  in  that  capacity 
until  its  closure  in  1738;  in  addition  to  his  own 
operas  and  those  of  Reinhard  Keiser,  Handel's 
London  operas  were  performed  there  during 
his  tenure.  He  produced  both  serious  and 
comic  works  (notable  among  them  his  1725 
intermezzo  Pimpinone),  many  of  which  have 
been  lost,  or  survive  only  as  excerpts  published 
in  Der  getreue  Musu-Meister. 

Telemann  was  also  active  as  a  publisher, 
issuing  43  collections  under  his  own  imprint 
(from  pewter  plates  he  himself  engraved) 
between  1725  and  1740,  including  a  cycle 
of  72  sacred  cantatas,  Der  getreue  Music- 
Meister  (which  was  issued  weekly  during 
1728  o  and  was  the  first  German  publication 
of  its  kind),  the  three-part  Musique  de  Table 
(1733)  and  the  Souveaux  Quatuors  (published 
in  Paris,  1738),  which  he  underwrote  with 
subscriptions  from  Germany  and  abroad.  The 
popular  appeal  of  his  music  lay  in  its  galant 
character  -  especially  in  his  keyboard  (Fugues 
legeres  et  petit s  jeux,  1738-9)  and  chamber 
music  -  and  technical  approachability.  He 
produced  editions  of  works  with  reduced 
scoring,  and  suggested  alternatives  for  instru- 
mentation in  order  to  make  the  music  more 
accessible.  But  his  greatest  contribution  was 
to  popularize  the  French  overture,  a  genre  he 
had  mastered  at  Sorau,  transforming  it  with 
programmatic  elements  and  transporting  it 
from  the  court  salon  to  the  concert  hall. 

Telemann's  second  trip  to  Paris  in  1737 
was  occasioned  by  the  need  to  prevent  the  pirat- 
ing of  his  chamber  music.  By  1734  the  French 
publisher  Boivin  had  issued  an  unauthorized 
collection  of  his  trio  sonatas  and,  just  before 
Telemann's  arrival,  Le  Clerc  acquired  a  privi- 
lege to  reprint  five  of  his  collections  (again 
without  permission).  Once  in  Paris,  Telemann 
wasted  no  time  in  acquiring  his  own  privilege 
and  immediately  issued  two  new  editions. 
However,  what  he  lost  in  revenues  he  made 
up  in  popular  acclaim.  His  music  was  well 
received  at  court  and  at  the  Concert  Spirituel 
and  further  pirated  editions  appeared  during 
the  1 740s. 

Around  1740,  Telemann  felt  the  need  to 
alter  his  pace.  Though  he  continued  to 
compose  Passions  and  occasional  works,  he 
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produced  relatively  little  music.  Even  more  to 
the  point,  he  sold  the  plates  of  all  his  editions. 
His  intention  was  to  devote  himself  to  writing. 
Having  had  to  struggle  to  acquire  his  musical 
training,  Telemann  felt  passionately  about 
making  music  more  accessible  to  amateurs. 
He  was  highly  regarded  as  a  teacher  and  felt 
a  compulsion  to  write  treatises  which,  in  the 
event,  he  was  unable  fully  to  realize.  He 
included  an  essay  on  performing  recitative  in 
the  cycle  of  sacred  cantatas  known  as  Har- 
monischer  Gottes-Dienst  (1725-6)  and  instruc- 
tions on  ornamentation  in  his  amateur 
chamber  music  editions,  but  only  his  ama- 
teurs' tutor,  Singe-,  Spiel-  und  Generalbass- 
Obungen(x-ja),  appeared  separately. 

Many  other  theoretical  works  were 
announced  in  the  press  but  never  appeared  -  a 
treatise  on  instruments,  another  on  recitative, 
still  another  on  composition  as  well  as  a  trans- 
lation of  J.  J.  Fux's  Gradus  ad  Parnassum;  the 
essay  on  the  integration  of  the  theatrical  style 
into  church  music  promised  in  the  preface 
to  the  cantata  cycle  Musicalisches  Lob  Gottes 
(published  in  Nuremberg,  1744)  is  a  notable- 
loss.  Inspired  by  the  oratorios  of  Handel,  he 
returned  to  composition  with  new  deter- 
mination during  the  last  dozen  years  of  his 
life. 

Tielke,  Joachim  (1641-1719).  Master  string 
instrument  maker  working  in  Hamburg  from 
about  1666.  Such  was  the  excellence  of  his 
instruments  and  the  lavishness  of  his  dec- 
oration ebony  and  ivory  predominating  - 
that  many  of  his  instruments  were  com- 
missioned by  royalty  and  nobility;  as  a  result, 
a  large  proportion  of  his  instruments  have 
survived,  among  them  viols,  violins,  lutes, 
guitars  and  citterns. 

Weckmann,  Matthias  (1619-74).  Organist 
and  composer  whose  music  represents  an 
important  link  between  that  of  Schiitz  and 
Bach.  Weckmann  greatly  benefited  from  the 
cosmopolitan  training  he  received  from 
Schiitz  as  a  chorister  at  Dresden  and,  on 
Schutz's  recommendation,  from  Jacob  Prac- 
torius  at  Hamburg.  In  1637  he  returned  to 
Dresden  to  serve  as  organist  of  the  electoral 
chapel,  although  he  interrupted  his  tenure 
there  in  1642  to  spend  five  years  as  organist 
of  the  Danish  court  under  Schiitz.  A  contest 
between  Weckmann  and  Froberger,  which 
ended  in  friendship,  was  said  by  Mattheson 
to  have  taken  place  in  Dresden.  In  1655  he 
was  appointed  Kantor  of  the  Jacobikirche  in 
Hamburg  where,  in  1660,  he  founded  and 
composed  for  the  collegium  musicum  which, 
with  the  assistance  of  the  leading  Hamburg 


musicians,  gave  weekly  concerts  at  the 
cathedral. 

A  composer  of  some  originality  and  flexi- 
bility, Weckmann  wrote  choral  and  vocal 
chamber  music  that  reveals  a  sensitivity  to  text 
and  a  predilection  for  concertante  instru- 
ments. The  instrumental  music  trio  sonatas 
and  organ  preludes,  toccatas  and  fugues  — 
is  characterized  by  an  excellent  mastery  of 
counterpoint.  About  half  of  the  keyboard 
music  once  attributed  to  Weckmann  is  now 
known  to  be  the  work  of  others. 


2  Scandinavia 

Agrell,  Johann  Joachim.  See  Northern 
Europe  6  Middle  Germany. 

Albrici.  See  Italy  10  Itinerant  Musicians. 

Baltzar,  Thomas.  See  British  ISLES  /  London. 

Berlin,  Johan  Daniel  (17 14  87).  German- 
born  Norwegian  organist,  composer,  inventor 
of  a  'cembalo  da  gamba  verticale'  la  keyboard 
viol]  and  author  of  the  first  Danish  Norweg- 
ian music  textbook  (Musikalske  elementer, 
1744).  After  studies  with  his  father  Heinrich, 
Berlin  went  to  Copenhagen  for  further  study. 
He  served  from  1737  until  1767  as  a  civic 
musician  in  Trondheim  and  from  1740  as 
organist  of  the  cathedral.  He  composed 
chamber  and  orchestral  music  and  arranged 
concerts  in  Trondheim,  yet  still  found  time  to 
serve  as  inspector  of  the  city's  waterworks  and 
fire  chief.  He  amassed  a  large  library  of  music 
and  instruments.  In  the  course  of  building 
keyboard  instruments  he  devised  a  mechanism 
that  would  allow  him  to  vary  the  dynamics  (in 
1 75 1  he  built  a  piano  with  a  pedal).  He  was 
a  founder  member  of  the  royal  Norwegian 
Scientific  Association  (1760). 

Bernardi,  Bartolomco  (<  1660- 1732).  Bol- 
ognese  violinist  and  composer  working  from 
1703  at  the  Danish  court,  where,  in  1710,  he 
was  appointed  director  of  music.  Only  the 
duo  and  trio  sonatas  he  published  in  Bologna 
(where  he  was  a  member  of  the  Accademia 
Filarmonica)  and  Amsterdam  at  the  turn  of 
the  century  survive. 

Bertouch,  Georg  von  (1668-1743).  German- 
born  Norwegian  military  officer,  violinist  and 
composer  who  corresponded  with  Mattheson 
and  Bach.  He  studied  with  Daniel  Eberlin  at 
Eisenach,  then  at  Jena  and  Kiel  universities. 
In  the  company  of  Johann  Nicolaus  Bach 
(with  whom  he  had  studied  the  organ  at  Jena) 
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he  travelled  to  Italy,  where  he  met  some  Danes 
who  persuaded  him  to  return  with  them  to 
Denmark. 

He  joined  the  Danish  army  and  in  1719 
was  promoted  to  commandant  of  Christiania 
(Oslo),  where  he  put  much  energy  into  enrich- 
ing the  city's  musical  life.  He  sent  copies  of 
his  compositions  to  Mattheson,  who  addressed 
Bertouch  in  the  dedication  of  Das  beschutzte 
Orchestre (17 17),  and  published  in  Hamburg  - 
perhaps  with  Mattheson's  assistance 
accounts  of  supernatural  musical  phenomena 
he  had  experienced  near  Bergen  (Ft  was  Neues 
unler  der  Sonnen!  also  contains  the  earliest 
published  Norwegian  folkdance).  Having 
reached  the  rank  of  lieutenant-general,  he 
retired  in  1740. 

Borchgrevinck,  Melchior  (?<i  570-1632), 
Netherlands-born  Danish  organist,  composer 
and  anthologist  who  was  the  first  to  publish 
major  collections  of  music  in  Denmark.  When 
his  father,  Bonaventura  Borchgrevinck,  was 
appointed  director  of  music  to  King  Christian 
IV  in  1587,  the  boy  became  a  treble  in  the 
chapel;  but  by  1593  it  was  Melchior  who 
ranked  as  the  best-paid  musician  at  court. 
He  made  trips  to  Danzig  (1596)  and  London 
(1597)  to  hire  musicians  and  to  purchase 
instruments,  and  to  Venice  -  leading  a  party  of 
Danish  musicians  including  Mogcns  Pederson 
and  Hans  Nielsen  -  to  study  with  Giovanni 
Gabricli.  Upon  his  return  he  was  made  chief 
court  organist  and  canon  of  Roskildc 
Cathedral.  Such  was  his  prestige  that  the  fol- 
lowing year  he  was  again  allowed  to  travel  to 
Venice,  remaining  until  1602.  He  was  sub- 
sequently made  principal  instrumentalist 
(1603)  and  principal  director  (1618)  at  the 
Danish  court.  He  contributed  one  madrigal  to 
each  of  the  two  volumes  of  five-part  madrigals 
(Giardmo  novo  belltssimo  di  varu  fiori  mustcalt 
scieltissimi)  that  he  compiled  in  1605-6. 

Brade,  William.  See  Northern  Europe  / 
North  Germany. 

Bruhns,  Nicolaus  (1665-97).  German-born 
organist,  violinist,  viol  player  and  composer 
who  studied  with  Buxtchudc  in  Liibeck 
during  the  early  1680s  before  settling  in 
Denmark,  where  he  sought  contact  with  the 
Italian  musicians  who  were  there.  In  1689 
he  was  appointed  organist  at  the  Stadtkirche, 
Husum.  A  virtuoso  violinist,  Bruhns  was 
renowned  for  taking  his  violin  up  to  the  organ 
loft  and  playing  chordal  music  while 
accompanying  himself  on  the  organ  pedals 
during  services.  The  influence  of  Buxtchudc 
is  evident  in  his  virtuoso  solo  cantatas,  organ 
preludes,  fugues  and  toccatas. 


Chelleri,  Fortunato.  See  Italy  10  Itinerant 

Musicians. 

Christina.  See  Italy  7  Papal  States;  Rome. 
Descartes,  Rene.  Sec  France  /  Paris  and  Ver- 
sailles. 

Dowland,  John.  See  British  isles  /  London. 

Duben.  Three  generations  of  a  family  of 
musicians  of  German  origins  who  played 
important  roles  in  the  musical  life  of  Stock- 
holm and  at  the  Swedish  court.  Andreas 
Duben  (/1597  1662),  a  pupil  of  Swcclinck, 
was  appointed  second  organist  at  the  Stock- 
holm court  in  1620.  His  brother  Martin  (also 
an  organist)  joined  him  there  in  1625,  at  much 
the  same  time  as  Andreas  took  on  duties  at 
the  German  Church.  Andreas  rose  to  become 
court  conductor  in  1640.  His  son  Gustaf 
(4-1628  1690)  studied  in  Germany  (1645-7) 
before  taking  up  duties  at  court  in  1648.  At 
his  father's  death,  Gustaf  inherited  his  post  at 
the  German  Church. 

Gustaf  is  the  best  known  of  the  Diibens  for 
his  collection  of  autograph  manuscripts  and 
printed  editions  of  some  1500  vocal  and  300 
instrumental  works  -  some  of  them  unique  - 
by  contemporary  German,  French  and  Italian 
composers,  now  conserved  at  the  University 
of  Uppsala.  His  sons,  Gustaf  (1660- 1726)  and 
Anders  von  Duben  (1673- 1738),  were  -  as  the 
addition  of  'von'  to  their  name  suggests  - 
ennobled.  Gustaf  succeeded  his  father  in  1690 
as  conductor  of  the  court  orchestra,  but  relin- 
quished the  post  to  Anders  in  1698  in  order 
to  take  a  non-musical  role  in  court  affairs; 
Anders  held  it  until  17 13,  journeying  abroad 
at  some  point  to  study  in  Paris.  Both  became 
barons  and  Masters  of  the  Royal  Household. 

Fischer,  Johann.  See  Northern  elrope  7 
Itinerant  Musicians. 

Forster,  Kaspar.  Sec  Northern  europf.  7 
Itinerant  Musicians. 

Frcithoff,  Johan  Henrik  (1713-67).  Norwe- 
gian violinist  and  composer  of  virtuoso 
music.  Frcithoff  travelled  during  the  1730s  to 
Smyrna  and  Constantinople  before  deciding 
to  petition  the  King  of  Denmark  for  a  post  in 
the  Danish  civil  service.  He  arrived  in  Copen- 
hagen, where  his  violin  playing  was  much 
admired,  and  was  immediately  appointed 
v  iolinist  extraordinary  ( 1 744),  but  had  to  wait 
several  months  before  being  made  a  secretary 
in  the  Danish  chancellery. 

Galli-Bibiena,  Carlo.  See  Central  elrope  3 
Austro-Hungary:  Vienna . 

Geist,  Christian  (41640-1711).  North 
German  bass  singer,  organist  and  composer 
working  in  Scandinavia.  Geist  worked  at 
both  the  Danish  and  Swedish  courts  during  the 
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1 670s.  He  served  as  a  singer  in  Copenhagen 
and  as  an  organist  in  Stockholm  (during  which 
time  he  composed  sacred  chamber  concertos 
for  voices  and  strings).  He  returned  to  Copen- 
hagen and  in  1685  married  the  widow  of  the 
organist  J.  M.  Radeck,  inheriting  his  posts 
at  Helligaandskirken  and  the  Trinitatis  Kirke. 
In  1689  he  also  succeeded  Lorentz  at  the 
Holmens  Kirke.  He  and  his  family  perished 
in  the  plague  epidemic  of  171 1. 
Hintz,  Ewald.  See  Northern  Europe  3 
Poland. 

Hurlebusch,  Conrad  Friedrich.  See  North- 
ern Europe  7  Itinerant  Musicians. 

Reiser,  Reinhard.  See  Northern  Europe  / 
North  Germany:  Hamburg. 

Kremberg,  Jakob.  See  Northern  Europe  7 
Itinerant  Musicians. 

La  Barre,  Anne  de.  See  France  /  Paris  and 
Versailles. 

Lorentz,  Johann  (r  1610-1689).  Danish 
organist  based  in  Copenhagen,  who  never- 
theless spent  time  in  Hamburg.  Lorentz  was 
already  the  organist  of  the  Vor  Frue  Kirke 
when  the  Danish  King  Christian  IV  granted 
him  leave  to  study  in  Germany  and  Italy 
(163 1-3);  he  married  the  daughter  of  Jacob 
Praetorius  in  1635  and  succeeded  his  father- 
in-law  as  organist  of  the  Petrikirche  in  1651  - 
though  he  chose  instead  to  return  to  a  post  at 
St  Nikolaj  (where  his  father,  also  called 
Johann,  had  built  the  organ)  in  Copenhagen, 
where  he  initiated  weekday  concerts.  Lorentz 
was  also  organist  of  the  Holmens  Kirke.  He 
and  his  family,  along  with  the  family  of 
P.  C.  Schindler,  died  tragically  in  a  fire  that 
destroyed  the  new  royal  opera  house  in  1689. 

Meder,  Johann  Valentin.  See  Northern 
EUROPE  /  North  Germany. 

Mingotti.  See  Italy  10  Itinerant  Musicians. 

Niedt,  Friedrich  Erhard.  Sec  Northern 
EUROPE  4  Saxony  and  Thuringia. 

Nielsen,  Hans  (c  1580- 1626).  Danish  court 
lutenist  and  composer  who  published  a  vol- 
ume of  five-part  madrigals  in  Venice  under 
the  Italian  pseudonym  Giovanni  Fonteio. 
Nielsen  studied  composition  with  Giovanni 
Gabrieli  (1599  and  1602-4)  >n  Venice  and  the 
lute  with  Gregory  Huet  (d  fi6i6)  at  Wolf- 
enbiittel  (1606-8).  When  war  caused  the 
Danish  royal  chapel  personnel  to  be  trimmed, 
Nielsen  went  abroad  to  Heidelberg.  However, 
in  1623  he  returned  to  succeed  Mogens 
Pederson  as  assistant  director  of  the  royal 
chapel. 

Pape,  Heinrich.  See  Northern  Europe  / 

North  Germany. 
Pederson,  Mogens  (11583-1623).  The  first 
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native  Danish  instrumentalist  and  com- 
poser to  be  appointed  assistant  director  of 
the  royal  chapel  (under  his  teacher  Melchior 
Borchgrevinck).  He  accompanied  Borch- 
grevinck  to  Italy  in  1599  to  study  with  Gio- 
vanni Gabrieli  and  went  there  again  in  1605, 
remaining  four  years.  While  in  Venice,  he 
published  his  first  collection  of  five-part  mad- 
rigals (1608),  dedicated  to  Christian  IV.  In 
161 1  he  travelled  to  England  to  serve  the 
Danish-born  Queen  Anne  (James  I's  consort), 
for  whom  he  composed  viol  consort  music. 
He  also  published  a  second  volume  of  Italian 
madrigals  and  left  behind  further  manuscripts 
that  Francis  Tregian  copied  while  in  prison. 
His  collection  of  five-part  settings  of  Danish 
texts,  Pratum  spirituale  (1620),  was  the  first  of 
its  kind  by  a  Danish  composer. 

Praetorius,  Bartholomaeus.  See  Northern 
Europe  /  North  Germany:  Berlin. 

Price,  John.  See  Central  Europe  /  South 
Germany. 

Ravn,  Hans  Mikkelsen  (c  1610-63).  Danish 
priest,  educationist  and  music  theorist  who 
was  the  first  to  address  the  subject  of  Danish 
art  music  in  Heptachordum  danicum  seu  Nova 
solsisatio  (1646). 

Rcggio,  Pietro.  See  British  isles  /  London. 

Ritter,  Christian  (1645/50-after  1717). 
German  organist  and  composer  working  alter- 
nately in  Germany  and  Sweden.  From  the 
mid- 1660s  he  was  at  the  Halle  court  where  he 
was  eventually  appointed  organist.  In  1681  he 
took  up  a  similar  post  at  the  Stockholm  court, 
quickly  rising  to  vice-Kapellmeister  before 
returning  to  Germany  to  serve  in  a  dual 
capacity  at  Dresden.  Ritter  returned  to  Stock- 
holm as  Kapellmeister  in  1688,  remaining  at 
least  until  1699. 

Roman,  Johan  Helmich  (1 694-1 758).  The 
first  important  native  Swedish  composer. 
Roman  followed  his  father  in  royal  service  in 
171 1  as  a  player  of  the  violin  and  oboe.  In 
recognition  of  his  talent,  he  was  given  leave  to 
study  in  England  (1715-21)  where,  as  a  pupil 
of  J.  C.  Pepusch,  he  became  acquainted  with 
Attilio  Ariosti,  Giovanni  Bononcini,  Fran- 
cesco Geminiani  and  Handel.  When  he 
returned  to  Sweden,  he  was  appointed  vice- 
Kapellmeister,  then  Kapellmeister  in  1727.  In 
1 73 1  he  inaugurated  the  first  public  benefit 
concerts  in  Stockholm,  in  which  amateur  and 
royal  chapel  musicians  joined.  During  the 
mid- 1 730s  he  travelled  extensively  throughout 
Europe,  collecting  music  for  the  chapel.  He 
was  elected  to  the  Swedish  Royal  Academy  of 
Science  in  1740. 

Roman   was  particularly  influenced  by 
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Handel  and  acquired  many  of  his  works  for 
the  Swedish  court;  dubbed  'the  Swedish 
Handel',  he  adopted  Handel's  choral  style  in 
his  Jubilate  and  Te  Deum,  while  his  instru- 
mental music  (suites,  sinfonias,  overtures,  solo 
concertos  and  sonatas)  reflects  his  contact  with 
the  music  of  Lully  and  Tartini.  His  best- 
known  work  is  an  orchestral  suite  entitled 
Drottningholms-musiquen,  composed  for  a 
royal  wedding  in  1744.  He  also  composed  can- 
tatas and  sacred  songs  for  one  or  two  voices, 
obbligato  instruments  and  continue  The 
number  of  surviving  works  is  made  prob- 
lematic by  Roman's  reluctance  to  sign  his 
works,  though  around  400  are  attributed  to 
him.  After  his  retirement  to  south-east 
Sweden  he  occupied  himself  with  the  trans- 
lation of  theoretical  treatises  into  Swedish. 

Rudbeck,  Olof  (1630- 1702).  Gifted  Swedish 
polymath  knowledgeable  in  medicine  (he  dis- 
covered the  lymph  glands  about  1652),  botany, 
architecture,  engineering  and  surveying,  fine 
arts  and  music.  He  lectured  and  served  as 
Rektor  (from  1661)  at  the  University  of 
Uppsala,  where  he  played  an  active  role  in  the 
musical  activities.  Rudbeck  had  an  excellent 
bass  voice  and  was  proficient  on  several  instru- 
ments. He  acquired  instruments  for  the  uni- 
versity and  ensured  the  continuity  of  its 
musical  life  by  providing  eight  scholarships 
for  musicians.  When  a  new  university  organ 
was  installed  by  Hans  Heinrich  Cahman  in 
1698,  Rudbeck  personally  built  the  case.  With 
his  pupil  Harald  Vallerius,  Rudbeck  prepared 
a  new  Swedish  hymnbook  (1607),  com- 
missioned by  the  king. 

Schacht,  Matthias  Henriksen  (1660-1700). 
Danish  musician,  composer  and  writer  on 
music.  Schacht  was  an  intrepid  intellectual 
who  pursued  serious  investigations  on  a  broad 
range  of  topics.  He  was  educated  at  the  Uni- 
versity of  Copenhagen  and  in  Germany  before 
taking  up  the  relatively  humble  posts  of  town 
musician  and  teacher  in  his  native  Visby  (on 
the  Swedish  island  of  Gotland,  under  Danish 
occupation).  He  wrote  numerous  scholarly 
papers  (some  of  which  he  published),  inclu- 
ding one  on  music  which  contains  a  bio- 
graphical dictionary  of  musicians  (completed 
on  1  January  1687);  E.  L.  Gerber  consulted  it 
in  the  preparation  of  his  Lexikon  (1790-92). 

Scheibe,  Johann  Adolph  (1708-76). 
Kapellmeister,  composer,  theorist  and  con- 
troversial writer  on  music  who  published  the 
fortnightly,  later  weekly,  Critischer  Musikus 
( 1 737-40).  The  son  of  a  Leipzig  organ  builder, 
Scheibe  was  blinded  in  one  eye  (at  the  age  of 
six)  while  playing  in  his  father's  workshop.  A 


reverse  in  the  Scheibe  family  finances  meant 
he  had  to  abandon  his  law  studies  at  the  uni- 
versity. He  tried,  initially  without  success,  to 
gain  an  organ  appointment,  but  he  was 
impeded  by  having  been  largely  self-taught. 

Writh  the  encouragement  of  Telemann, 
Scheibe  moved  to  Hamburg  in  1736  as  a  writer 
on  music  and  composer  of  both  vocal  and 
instrumental  music  (solo  flute  and  violin  con- 
certos). Within  a  few  years,  acknowledgment 
of  his  musicianship  came:  in  1739  Margrave 
Friedrich  Ernst,  the  Governor  of  Holstein, 
appointed  him  his  Kapellmeister,  and  the  fol- 
lowing year  he  went  to  the  Danish  court  of 
Christian  VI  (d  1747),  where  he  was  soon 
made  Kapellmeister.  With  the  death  of  the 
Danish  king  Scheibe  was  dismissed;  almost  20 
years  later  he  returned  to  the  court  from  the 
island  of  Als  where,  in  the  interim,  he  had 
occupied  himself  with  setting  up  a  proper 
music  school  for  children,  translating  Danish 
classics,  writing  a  biography  of  Holberg  and 
composing. 

Whereas  most  of  his  writings  survive,  little 
of  his  music  does.  His  infamous  criticisms  of 
Bach  (which  appeared  early  in  the  pages  of  his 
journal  in  1737  and  were  parried  by  Birnbaum, 
Mizler  and  Schroter)  undermined  his  credi- 
bility, causing  all  his  writings  to  be  considered 
sceptically,  if  at  all.  As  an  Enlightenment 
figure,  Scheibe  sought  Rationalism  and  identi- 
fication with  nature.  A  propos  music,  his  main 
assertion  was  that  German  music  need  not  be 
so  closely  based  on  Italian  models.  Among  his 
contemporaries  he  admired  Telemann,  J.  A. 
Hasse  and  C.  H.  Graun. 

Schickhardt,  Johann  Christian.  See  Low 
countries  /  United  Provinces. 

Schildt,  Melchior.  See  Northern  Europe  / 
North  Germany. 

Schindler,  Poul  Christian  (1648-1740). 
Danish  court  viol  player  (from  1674)  who 
had  studied  in  Dresden  during  the  1670s, 
and  composed  the  first  Danish  opera,  Der 
vereintgte  Gotterstreit  (i68q;  German  text  by 
P.  A.  Burchardt).  A  disastrous  fire  at  its  second 
performance  destroyed  the  new  opera  house, 
killing  most  of  the  audience  (including  his  wife 
and  daughter  and  the  organist  Johann  Lorentz 
and  his  family).  Although  Schindler  was  in 
line  to  become  court  composer  when  Frederik 
IV  succeeded  Christian  V  in  1703,  his  music 
was  not  sufficiently  italianatc  to  suit  the  king, 
and  the  Bolognese  composer  Bartolomco 
Bernard  1  was  appointed  instead. 

Schop,  Johann.  See  Northern  Europe  / 
North  Germany:  Hamburg. 

Schroder,  Lorentz  (d  before  1647).  German- 
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born  Danish  organist,  keyboard  instrument 
maker  and  a  writer  on  contemporary  Danish 
musical  life.  Schroder  held  the  organ  post 
at  the  Helligaandskirken  in  Copenhagen  and, 
from  1632,  a  royal  privilege  to  build  keyboard 
instruments.  In  1639  he  published  Ein  niitz- 
liches  Tractatlein  vom  Lobe  Gottes,  in  which 
he  argued  for  the  inclusion  of  music  as  one  of 
the  seven  liberal  arts. 

Schiitz,  Hcinrich.  See  Northern  Europe  4 
Saxony  and  Thuringia:  Dresden. 

Simpson,  Thomas.  See  Northern  Europe  / 
North  Germany. 

Vallerius,  Harald  (1646- 17 16).  Swedish 
mathematician  and  music  theorist  as  well  as 
director  of  music,  lecturer  and  organist  at  the 
University  of  Uppsala.  Vallerius  was  a  pupil 
of  Olof  Rudbeck  in  the  1660s  before  taking 
his  place  on  the  faculty.  He  produced  three 
theoretical  works  -  Disputatio  physico-musica 
de  sono  (1674),  Disputatio  physico-musica  de 
modis  (1686)  and  Disputatio  de  tactu  musico 
(1698)  -  which  set  an  important  precedent  at 
the  university  for  writing  music  dissertations. 
In  1697  he  and  his  teacher  edited  a  Swedish 
royal  hymnal,  though  it  is  believed  that  Val- 
lerius was  the  major  collaborator. 

Verdier,  Pierre  (1627- 1707).  French  violinist 
and  composer  associated  with  the  Swedish 
court  from  about  1647.  Verdier  (with  five 
other  French  violinists)  was  originally  con- 
tracted by  Count  Magnus  Gabriel  de  La 
Gardie  for  the  royal  chapel  of  Queen  Christina 
and  remained  at  the  court  until  his  death.  Of 
his  music,  only  a  motet  and  a  lament  survive. 

Weber,  Georg.  See  Northern  Europe  /  North 
Germany. 

Weckmann,    Matthias.    See  Northern 

Europe  /  North  Germany:  Hamburg. 
Zenti,  Girolamo.  See  British  isles  /  London. 


3  Poland 

Alghisi,  Paris  Francesco.  Sec  Italy  4  Venice. 

Anerio,  Giovanni  Francesco.  See  Italy  7 
Papal  States:  Rome. 

Benda,  Franz.  Sec  Northern  europe  /  North 
Germany:  Berlin. 

Erben,  (Johann)  Balthasar  (1626-86). 
Energetic  Kapellmeister  of  the  Marienkirche 
at  Danzig  (from  1658)  and  composer  of  sacred 
concertos.  Erben  first  applied  for  the  Marien- 
kirche post  in  1653  but  was  awarded  a  travel 
stipend  instead;  he  went  first  to  Regensburg, 
where  he  met  Froberger,  and  then  to  Rome. 
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During  his  tenure  at  Danzig,  he  was  respon- 
sible for  improving  the  standard  of  church 
music. 

Farina,  Carlo.  See  Northern  europe  4 
Saxony  and  'Thuringia:  Dresden. 

Ferri,  Baldassare  (1610-80).  Italian  castrato 
singer,  trained  in  Rome  by  Ugolini,  who  from 
1625  served  the  future  King  Wladistaw  IV  at 
the  Warsaw  court  for  the  next  30  years  and 
then  Emperor  Ferdinand  III  and,  later, 
Leopold  1  at  the  Vienna  court.  His  travels 
took  him  to  Stockholm  (1654)  and  London 
(1669-70S);  he  retired  to  Italy.  G.  A.  Bon- 
tempi  (1695)  eulogized  him,  praising  his 
range,  breath  control  and  command  of  the 
trill. 

Fierszewicz,  Daniel  (d  after  1707).  Tenor  at 
the  Wawel  Cathedral  Chapel  in  Krakow, 
(where  he  succeeded  Bartlomiej  Pekicl  during 
the  winter  of  1670/71),  and  later  a  singer  at 
the  Warsaw  chapel.  When  the  Dresden  and 
Warsaw  court  chapels  were  amalgamated  in 
1697  he  moved  to  Dresden. 

Fischer,  Johann.  See  Northern  europe  7 
Itinerant  Musicians. 

Forster,  Kaspar.  See  Northern  europe  7 
Itinerant  Musicians. 

Freisslich.  Half-brothers  who  were  composers 
who  served  in  succession  as  Kapellmeister  of 
the  Marienkirche  in  Danzig.  Maximilian 
Dietrich  (1 673-1 731)  sang  in  the  choir  and 
studied  with  his  predecessor,  J.  V.  Meder, 
before  assuming  his  post  in  1699.  Johann  Bal- 
thasar Christian  (1687- 1764)  was  music  direc- 
tor of  the  Sondershausen  Hofkapelle  for  a 
decade  before  taking  up  his  brother's  post  at 
his  death.  He  proved  to  be  a  vigorous 
Kapellmeister  and  fluent  composer,  ready  to 
provide  occasional  cantatas  for  civic  and  Polish 
royal  events  in  addition  to  the  sacred  music 
required  for  the  Marienkirche  services. 

Gebel,  Georg.  See  Northern  europe  4 
Saxony  and  Thuringia. 

Gorczycki,  Grzegorz  Gerwazy  (^1667- 
1734).  Director  of  music  at  Wawel  Cathedral 
Chapel  in  Krakow  and  the  composer  of  con- 
certato  liturgical  music.  Gorczycki  was  a  priest 
who  studied  in  Vienna  and  Prague  before  his 
ordination.  After  a  brief  spell  in  Pomerania  as 
Rektor  of  a  missionary  academy  he  returned  to 
Krakow  where  he  joined  the  Wawel  Cathedral 
Chapel  in  1694,  becoming  its  director  four 
years  later.  He  died  (of  complications,  fol- 
lowing a  cold)  shortly  after  conducting  the 
chapel  at  the  coronation  ceremonies  for  King 
August  III  (Elector  Fricdrich  August  II  of 
Saxony),  which  took  place  at  Krakow. 

Hakcnbergcr,  Andreas  (^1574-1627).  Ger- 
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man  lutenist  and  composer  who  worked  in  the 
Warsaw  court  chapel  (1602-7)  hefore  becom- 
ing Kapellmeister  of*  the  Marienkirche  in 
Danzig  (in  spite  of  being  Catholic,  a  f  actor  that 
caused  initial  objection  to  his  appointment) 
in  1708.  Although  his  first  publication  was  a 
collection  of  German  songs  (1610),  he  fav- 
oured the  Counter-Reformation  style  (Latin 
texts  and  large  forces)  over  that  of  other  North 
German  composers.  In  1716  he  published  a 
collection  of  polychoral  motets  with  continue 
(Harmonia  sacra). 

Heinichen,  Johann  David.  See  Northern 
f.uropf.  4  Saxony  and  Thuringia:  Dresden. 

Hintz,  Ewaldt  (d  after  n666).  Danzig-born 
organist  and  composer,  who  studied  with  Fro- 
berger  before  being  appointed  organist  of  the 
Danish  court  (1656-60).  In  1660  he  returned 
to  Danzig  where  he  succeeded  Paul  Siefert  at 
the  Marienkirche. 

Jarzebski,  Adam  (d  1648/9).  Violinist,  com- 
poser, who  was  an  important  figure  in  the 
development  of  east  European  chamber 
music,  and  the  author  of  a  verse  description 
of  Warsaw  (1643).  Jarzebski  served  as  a  v  iolin- 
ist in  the  chapel  of  the  Elector  of  Brandenburg 
in  Berlin  (1612-15)  and  spent  a  year  studying 
in  Italy,  before  taking  up  a  post  at  the  Warsaw 
court  in  the  winter  of  161 6-17.  At  some  point, 
he  transcribed  vocal  works  of  Palestrina, 
Lassus,  Claudio  Merulo  and  Giovanni  Gabri- 
eli  for  two  instruments,  adding  ornamentation 
and  a  harmonic  bass.  I  lis  own  music  is  known 
through  a  manuscript  copy  of  his  published 
edition  of  Canzoni  e  concert i  (1627)  for  two  to 
four  instruments  and  continuo.  I  lis  duties  in 
Warsaw  included  tutoring  senators"  children 
and  advising  on  the  building  of  the  royal  palace 
at  L  jazdow. 

Kremberg,  Jakob.  See  Northern  Europe  7 
Itinerant  Musicians. 

Lampugnani,  Giovanni  Battista.  See  Italy 
10  Itinerant  Musicians. 

Lilius  [Gigli].  Family  of  musicians,  Italian  in 
origin,  working  in  Poland.  Wincenty  (b  cib^o) 
was  born  in  Rome  and  served  as  a  composer 
at  the  Graz  court  during  the  1590s  before 
taking  up  a  post  in  King  Sigismund  Ill's 
chapel  in  Krakow  and  Warsaw  around  1600. 
He  was  the  composer  of  polychoral  motets. 
Szymon  (d  after  1652)  was  an  organist  and 
organ  builder  with  connections  at  court.  Fran- 
ciszek  (d  1657)  was  the  most  prominent  family 
member,  serving  as  a  musician  and  composer 
at  court  and,  from  1630,  as  music  director 
at  Krakow  Cathedral  (succeeding  Annibale 
Orgas).  He  also  toured,  performing  in  Danzig 
and  Luneburg  as  well  as  Breslau.  As  a  com- 


poser, Franciszck  was  proficient  in  the  prima 
prattica  and  the  seconda  prattica. 

Mcrula,  Tarquinio.  See  Italy  4  Venice. 

Mielczewski,  Marcin  (d  1651).  Composer  at 
the  Warsaw  royal  chapel  (by  1638)  and  direc- 
tor of  music  to  the  Bishop  of  Plock  (brother 
of  the  Polish  king)  for  the  last  six  years  of  his 
life.  Mielczewski  composed  a  variety  of  music 
in  both  the  prima  prattica  and  the  seconda 
prattica.  In  his  instrumental  canzonas,  as  well 
as  in  popular  religious  songs,  he  quoted  Polish 
folktuncs  and  dance  rhythms  (he  was  the  first 
to  incorporate  the  mazurka).  He  contributed 
a  double  canon  a  4  to  Marco  Scacchi's  con- 
troversial Cnbrum  musicum  (1643). 

Mizlcr  von  Kolof,  Lorenz  Christoph.  See 
Northern  Europe  4  Saxony  and  Thunngia. 

Nizankowski,  Andrzej  (1591, 2-1655).  Domi- 
nican friar  and  virtuoso  organist  who  was 
taught  by  Frescobaldi.  Nizankowski  served  as 
organist  of  S  Maria  sopra  Minerva  in  Rome 
(1633-4)  before  returning  to  Krakow  as  the 
organist  of  a  Dominican  abbey. 

Opitz,  Martin.  See  Northern  Europe  7  Itin- 
erant Musicians. 

Orgas,  Annibale  (<•  1585- 1629).  Italian 
musician  who  spent  the  last  ten  years  of  his 
life  in  Krakow.  From  1594  until  about  1607, 
Orgas  was  a  soprano  at  the  Collegio  Ger- 
manico  in  Rome,  whither  he  returned  in  16 10 
as  deacon  (after  studying  at  the  Seminario 
Romano)  and  again  in  161 3  as  maestro  di  cap- 
pella  (after  a  posting  at  Avellino).  Before 
departing  for  Poland  in  1619  (he  may  have 
been  recruited  by  Asprilio  Pacelli,  his  former 
colleague  at  the  Collegio  Germanico),  Orgas 
published  a  collection  of  motets  for  four  to 
eight  voices  (Sacrarum  cantionum  . . .  liber 
primus)  in  Venice.  At  Krakow,  Orgas  was 
appointed  cathedral  choirmaster,  although  as 
a  foreigner  he  had  to  contend  with  attempts 
to  restrict  his  policies. 

Pacelli,  Asprilio  (1570-1623).  Italian  musi- 
cian active  in  Rome  before  1603  when  he 
became  an  influential  Kapellmeister  at  the 
court  of  King  Sigismund  III  in  Warsaw. 
Trained  in  the  Counter-Reformation  Roman 
style,  Pacelli  transmitted  it  to  the  Polish  court; 
he  also  brought  high  standards  of  performance 
which  enabled  the  chapel  to  earn  a  high  repu- 
tation. In  Rome  he  had  served  as  maestro  di 
cappella  of  the  Collegio  Germanico  (1595- 
1601)  and,  briefly,  of  S  Pietro;  he  visited 
Warsaw  in  1601,  paving  the  way  for  his 
appointment  two  years  later.  He  composed 
madrigals  as  well  as  sacred  polychoral  works, 
of  which  the  Sucre  cantwnes  (1609)  and  his 
posthumously  published  Masses  were  par- 
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ticularly  popular  in  Warsaw  and  elsewhere  in 
Germany. 

Pekiel,  Bartlomiej  (d  C1670).  Organist  and 
leading  Polish  composer  of  his  era  who  worked 
at  the  Warsaw  court  chapel  -  first  as  Marco 
Scacchi's  assistant,  then  as  his  successor 
(1653)  -  and,  from  1658,  in  Krakow  as  director 
of  music  at  the  Wawel  Cathedral  Chapel, 
where  he  succeeded  Franciszek  Lilius. 
Working  in  Warsaw,  Pekiel  composed  con- 
certato  polychoral  Masses  and  organ  music; 
for  Krakow,  he  composed  a  cappella  Masses 
and  motets.  His  four-voice  Missa  pulcherrima 
ad  instar  Praenestini  (based  on  a  mixture  of 
Gregorian  chant,  Polish  carols  and  his  own 
melodies)  is  considered  to  be  his  finest  work, 
though  it  is  not  known  why  its  title  refers  to 
Palestrina. 

Puccitelli,  Virgilio  (1 590-1 654).  Roman 
priest  and  librettist.  From  about  1630,  while 
in  the  service  of  Prince  Wladyslaw  Sigismund 
(from  1634,  King  Wladyslaw  IV),  he  was 
instrumental  in  the  organization  of  music  at 
the  Polish  court.  He  also  served  as  a  secretary 
to  the  king,  undertaking  diplomatic  missions 
to  Italy  (1638-9)  and  France  (1640).  Puccitelli 
wrote  librettos  for  nine  tragic  operas  (Marco 
Scacchi  set  several  of  his  texts)  and  a  number 
of  ballets  in  which  the  heroic  characters  were 
identified  with  the  king.  Pensioned  in  1649, 
he  returned  to  Italy. 

Quantz,  Johann  Joachim.  See  Northern 
Europe  /  North  Germany:  Berlin. 

Rcusncr,  Esaias.  See  Northern  Europe  / 
North  Germany. 

Ristori,  Giovanni  Alberto.  See  Northern 
Europe  4  Saxony  and  Thuringia:  Dresden. 

Rognoni  Taeggio,  Francesco.  See  Italy  2 
Lombardy. 

Rozycki,  Jacek  (d  in  or  after  1697).  Aristo- 
cratic director  of  music  to  four  Polish  kings 
before  the  unification  of  the  Warsaw  and 
Dresden  chapels  in  1697  when  he  was  made 
joint  Kapellmeister  with  J.  C.  Schmidt. 
Rozycki  composed  four-part  hymns,  similar 
to  Protestant  chorales,  as  well  as  motets  and 
sacred  concertos  which  he  infused  with  Polish 
folksongs. 

Scacchi,  Marco  (c  1600-168 1/7).  Italian  com- 
poser and  writer,  born  near  Viterbo,  who 
classified  modern  musical  styles  in  terms  of 
function  -  church,  chamber  and  theatre  -  and 
strongly  urged  they  be  considered  exclusive  of 
one  another  (Epistola  to  Christoph  Werner, 
^1648).  From  1628  until  1649  Scacchi  was  in 
Warsaw,  serving  as  choirmaster  to  the  Polish 
court  under  three  kings  (Sigismund  III, 
Wladyslaw  IV  and  John  Casimir  II). 
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He  composed  freely  in  all  styles,  including 
the  stile  antico,  though  never  in  a  mixed  style, 
an  issue  he  felt  so  strongly  about  that  during 
the  1 640s  (while  Kaspar  Forster  the  younger 
was  his  pupil)  he  became  embroiled  in  a  feud 
between  Kaspar  Forster  the  elder,  Kapel- 
lmeister at  the  Marienkirche,  Danzig,  and  the 
church's  organist  Paul  Siefert,  who  slandered 
remarks  made  by  Scacchi  on  the  Italian  style. 
Scacchi  made  the  mistake  of  taking  Siefert's 
Psalmen  Davids,  nach  francbsischer  Melodey 
(1640)  to  task  in  a  Latin  treatise,  Cribrum 
musicum  ad  triticum  Syferticum  ('Musical 
Sieve  for  the  Syfert  Wheat'),  published  in 
Venice  in  1643:  Siefert  replied  that  as  a  former 
pupil  of  Sweelinck  he  followed  the  'Belgian' 
school  rather  than  the  Italian,  and  that  Scacchi 
had  failed  to  take  into  account  the  impact  of 
national  styles  on  period  practices.  In  1649 
Scacchi  published  in  Warsaw  a  Breve  discorso 
sopra  la  musica  moderna,  in  which  he  urged 
the  recognition  of  distinct  styles  as  opposed  to 
a  single,  integrated  style.  He  retired  to  his 
native  Gallese,  near  Viterbo,  in  1649. 

Schmidt,  Johann  Christoph.  See  British 
isles  /  London,  Smith. 

Siefert,  Paul  (1586- 1666).  German  organist 
and  composer.  A  pupil  of  Sweelinck  (1607- 
9),  Siefert  served  at  Danzig's  Marienkirche 
for  most  of  his  career,  though  he  also  spent 
time  in  Kbnigsberg  (161 1— 16)  and  at  the 
Warsaw  court  (1 616-1623).  As  a  composer, 
Siefert  -  like  other  prominent  North  German 
composers  (Scheidt  and  Heinrich  Scheide- 
mann  among  them)  -  refused  to  be  tied  by 
tradition  or  contemporary  Italian  models. 

In  Danzig  he  became  involved  in  a  bitter 
feud  with  Kaspar  Forster,  choirmaster  at  the 
Marienkirche,  which  resulted  in  two  dozen 
petitions  to  the  city  council.  Marco  Scacchi 
wrote  in  support  of  Forster  (Cribrum  musicum, 
1643),  attempting  to  discredit  Siefert  (who 
had  preceded  Scacchi  at  the  Warsaw  court) 
as  a  composer;  however,  in  applying  criteria 
based  on  an  Italian  sacred  style  to  North 
German  chorale  motets  (Siefcrt's  Psalmen 
Davids,  nach  francbsischer  Melodey,  1640) 
Scacchi  vitiated  his  own  argument. 

Strungk,  Nicolaus  Adam.  See  Northern 
Europe  7  Itinerant  Musicians. 

Strutz,  Thomas  (ci  621-1678).  Organist  and 
composer  in  Danzig  where  he  served  first  at 
St  Trinitatis  (from  1642)  and  then  at  the  Mari- 
enkirche, as  Paul  Siefert's  successor.  In  1656 
he  published  a  collection  of  simple,  folklike 
four-  and  five-part  songs  (in  lieu  of  motets)  for 
Sundays  and  religious  festivals  in  Lobsingende 
Hertzens-Andacht;  for  his  texts,  he  used  those 
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of  J.  Maukisch,  a  Danzig  educational 
reformer.  Instead  of  a  biblical  text  for  his 
Passion  oratorio,  Zweyfache  ChmtUche 
Auffmunterung  (1664),  Strutz  relied  upon  a 
lyrical  paraphrase,  interleaved  with  well- 
known  chorales  to  be  sung  by  the  con- 
gregation. 

Valentini,  Giovanni.  See  Central  Europe  3 

Austro-Hungary:  Vienna. 
Verocai,  Giovanni.  See  Italy  10  Itinerant 

Musicians. 

Weber,  Georg.  See  Northern  Europe  /  North 
Germany. 

Zangius,  Nikolaus.  See  Northern  Europe  7 
Hmerant  Musicians. 

Zieleriski,  Mikolaj  (fl  161 1).  Polish  organist, 
director  of  music  to  the  Archbishop  of 
Gniezno  (the  Polish  primate)  and  important 
transitional  composer  whose  extant  music  - 
tw  o  liturgical  cycles  of  motets  and  sacred  sym- 
phonies published  in  161 1  -  presents  a  com- 
pendium of  Renaissance  and  early  Baroque 
styles.  The  Communione  contains  66  works 
of  which  53  are  antiphons  (among  them,  the 
earliest  known  Polish  monodies),  concertato 
works  (for  three  to  six  voices  with  parts  for 
optional  string,  wind  and  plucked  instru- 
ments) and  purely  instrumental  music  (2  fan- 
tasias for  three  instruments  and  one  for  four). 
By  contrast,  the  two-volume  Offertoria  con- 
tains 56  polychoral  works  (mostly  for  eight 
voices,  instruments  and  continuo),  including 
44  Offertories  and  a  12-part  Magnificat. 

4  Saxony  and 
Thuringia 

Abel,  Christian  Ferdinand.  Sec  Northern 
EUROPE  /  North  Germany. 

Adlung,  Jakob  (1699- 1762).  Erfurt  organist 
of  the  Prcdigcrkirche  (succeeding  J.  II.  Butt- 
stett),  keyboard  instrument  maker  and  scholar 
of  music  theory  and  aesthetics.  Adlung  was  a 
friend  of  J.  G.  Walther  and  an  intellectual  peer 
of  Johann  Matthcson  and  L.  C.  Mizler.  After 
studying  at  the  University  of  Jena  (1723-6)  he 
took  up  the  organ  post  at  Erfurt,  also  teaching 
the  organ  and  languages  at  the  local  Gym- 
nasium. Of  his  publications,  his  Anleitung 
zu  der  musikalischen  Gelahrthett  (1758)  is  a 
vast  compendium  of  theoretical  and  practical 
information  for  both  scholars  and  amateurs, 
just  as  the  Mustca  mechamca  organoedt  (posth., 
1768)  is  an  encyclopedic  reference  book  for 


organ  builders,  which  includes  specifications 
of  more  than  80  instruments. 

Ahle,  Johann  Rudolf  (1625-73).  Thuringian 
civil  servant,  organist  of  the  Blasius  Kirche, 
Muhlhausen  (from  1654),  and  prolific  com- 
poser-poet of  sacred  concertos  and  Arten. 
Ahle  was  a  prominent  citizen  in  Muhlhausen 
who  was  elected  mayor  in  the  year  of  his  death 
and,  at  the  same  time,  well  known  throughout 
Thuringia  as  an  organist.  He  composed  the 
text  and  music  for  many  sacred  songs  of  a 
popular  nature  for  one  to  four  voices,  instru- 
ments and  continuo;  his  only  surviving  instru- 
mental music  is  a  collection  of  dances  (1650). 

Bach,  Johann  Christoph  (1642- 1703). 
Thuringian  organist  and  composer  considered 
the  most  significant  Bach  family  member 
before  Johann  Sebastian.  After  serving  two 
years  as  organist  of  the  Arnstadt  Kapelle,  J.  C. 
Bach  was  appointed  town  and  court  organist  at 
Eisenach,  where  he  remained  until  his  death. 
He  composed  keyboard  music,  and  chorale 
and  aria  motets  with  instruments. 

Bach,  Johann  Nicolaus  (1669- 1753).  Son  of 
Johann  Christoph,  he  studied  at  Jena  with 
J.  N.  Knupfer,  whom  he  succeeded  as  town 
organist  in  1694  and  leader  of  the  Kol- 
legienkirche  collegium  musicum  in  17 19; 
however,  his  efforts  to  succeed  his  father  at 
Eisenach  were  in  vain.  Although  he  was  a 
talented  composer,  little  of  his  music  has  sur- 
vived, and  what  there  is  gives  no  hint  of  his 
travels  in  Italy.  Johann  Nicolaus  also  built 
harpsichords  and  organs. 

Bach,  Johann  Sebastian.  See  Northern 
EUROPE  4  Saxony  and  Thuringia:  Leipzig. 

Bach,  Wilhelm  Friedemann.  See  Northern 
EUROPE  4  Saxony  and  Thuringia:  Dresden. 

Baron,  Ernst  Gottlieb  (1696- 1760).  Itinerant 
Saxon  lutenist,  composer  and  writer  on  music 
who  published  in  Nuremberg  an  important 
source  on  the  history  and  practice  of  lute 
playing:  Histonsch-theorettsch  und  practische 
Untersuchung  des  Instruments  der  Tauten 
(1727).  Baron  composed  solo  music  for  the 
lute,  trios  and  galant  concertos.  He  studied  in 
his  native  Breslau  and  Leipzig  (philosophy 
and  law);  between  1719  and  1728  he  travelled 
between  the  Saxon  courts  before  taking  up  a 
four-year  post  at  Gotha  in  1728.  His  last  post 
(from  1737)  was  with  Crown  Prince  Frederick 
of  Prussia  (king  after  1740) 

Beer,  Johann  (1655  1700).  Musician,  theorist 
and  novelist.  Beer  was  educated  at  Regensburg 
where  he  was  a  contemporary  of  Pachelbel 
at  the  Gymnasium  Poeticum.  After  briefly 
studying  theology  at  the  University  of  Leipzig, 
he  took  up  a  post  as  a  singer  in  the  Halle 
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Hof  kapellc  of  Duke  August  of  Saxe-Weissen- 
fels.  He  moved  with  the  court  to  Weissenfels 
in  1680  (under  Duke  Johann  Adolf  I)  and 
was  made  Konzertmeister  in  1685.  While  a 
favourite  of  the  duke  and  frequently  required 
as  a  travelling  companion,  Beer  also  undertook 
performing  engagements  and  was  in  demand 
as  a  teacher  and  composer  (he  had  three  operas 
to  his  credit).  In  the  course  of  his  career  he 
declined  court  posts  at  Coburg  and  Copen- 
hagen. He  wrote  satirical  novels  and  several 
books  on  music,  including  the  punningly  titled 
Ursus  murmur  at  ( 1 697),  in  which  he  criticized 
the  education  of  church  musicians.  Beer  died 
in  a  shooting  accident. 
Bernardi,  Stefano.  See  Italy  10  Itinerant 
Musicians. 

Bertouch,  Georg  von.  See  Northern  Europe 

2  Scandinavia. 
Birkenstock,  Johann  Adam.  See  Northern 

Europe  5  West  Germany  and  the  Rhineland. 
Brade,  William.  See  Northern  Europe  / 

North  Germany. 

Briegel,  Wolfgang  Carl.  See  Northern 
EUROPE  5  West  Germany  and  the  Rhineland. 

Buttstett,  Johann  Hcinrich  (1666- 1727). 
Organist  of  the  Predigerkirche  at  Erfurt  (from 
1 691),  where  he  had  been  a  pupil  of  Pachelbel 
in  1678,  Ratsorgamst  (1693)  and  composer.  He 
took  exception,  in  his  Ut,  mi,  sol,  re,  fa,  la,  tola 
musica  et  harmonia  aeterna  (1716),  to  Johann 
Mattheson's  progressive  views  as  expressed 
in  Das  neu-erbffnete  Orchestre  (1713),  pro- 
nouncing them  a  prescription  for  chaos.  Mat- 
theson  countered  with  satire  in  Das  beschiitzte 
Orchestre  (1717)  and  Buttstett  concluded  the 
public  dispute  with  Der  wider  das  Beschiitzte 
Orchestre  ergangenen  bffentlichen  Erkldrung 
(2nd  edn,  1 71 8). 

Deinl,  Nikolaus.  See  Northern  Europe 
6  Mtddle  Germany. 

Drese,  Adam  (^1620- 1701).  Thuringian 
Kapellmeister,  viol  player,  teacher  and  com- 
poser. Drese  served  as  a  cathedral  musician  in 
Merseburg  during  the  1640s,  during  which 
time  he  travelled  to  Warsaw  to  study  with 
Marco  Scacchi.  While  holding  the  post  of 
director  of  music  (from  ^1650)  to  Duke 
Wilhelm  IV  of  Saxe-Weimar,  Drese  took  the 
opportunity  to  visit  Dresden  (where  he 
studied  with  Schiitz  in  1652  and  again  in  1656) 
and  Regensburg  (1653),  which  enabled  him  to 
introduce  the  Italian  style  at  the  Weimar 
court.  Following  the  death  of  the  duke  in  1662, 
many  of  his  musicians  were  absorbed  into  the 
Jena  court  where  Drese  became  Kapellmeister 
and  private  secretary  to  Duke  Bernhard.  After 
the  duke's   death,   Drese   was  appointed 
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Kapellmeister  at  Arnstadt,  to  the  Count  of 
Schwarzburg,  who  required  him  to  put  aside 
secular  composition  and  devote  himself 
instead  to  Pietist  music. 
Eberlin,  Daniel  (1647-f  1715).  Tempera- 
mental administrator,  violinist  and  composer, 
admired  by  Johann  Mattheson  and  Telemann. 
After  serving  as  a  treble  in  the  Gotha  Hof- 
kapelle  (1661),  Eberlin  studied  at  Jena  with 
Adam  Drese  (1663-5).  He  spent  most  of  his 
career  at  the  Eisenach  court  in  a  variety  of 
posts  musician,  registrar,  private  secretary, 
Kapellmeister,  secretary  and  master  of  the 
mint  -  although  he  also  spent  time  in  Rome 
(1668-71),  Nuremberg  (1673-5)  and  Kassel 
(1678-85  and  1705  onwards).  Though  a  gifted 
administrator,  he  nevertheless  fell  out  with  the 
musicians  at  Eisenach  and  Kassel,  so  that  from 
1685  he  held  only  non-musical  posts.  He  was 
dismissed  as  master  of  the  Eisenach  mint  after 
an  audit  in  1692;  from  1705  he  served  as  a 
captain  of  the  Kassel  militia.  Eberlin  pub- 
lished a  set  of  trio  sonatas  in  Nuremberg 
(1675)  and  left  a  number  of  cantatas  in  manu- 
script. 

Erlcbach,  Philipp  Heinrich  (1657-1714). 
Kapellmeister  at  the  court  of  Count  Albert 
Anton  of  Schwarzburg-Rudolstadt  from  1681 
and  a  versatile  composer.  Erlebach  was  trained 
at  the  East  Friesian  court  before  becoming  a 
musician  and  valet  at  the  Rudolstadt  court  in 
1678.  Although  he  composed  comic  operas, 
ballets  and  pastorales,  he  was  most  active  as  a 
composer  of  cantatas.  Erlebach  produced  six 
cantata  cycles  (those  from  the  period  1706  to 
1 7 10  were  known  in  Rudolstadt  as  'oratorio 
cantatas'),  incorporating  a  variety  of  forms 
and  textures.  He  also  composed  French  and 
Italian-style  chamber  music,  publishing  in 
Nuremberg  in  1693  a  set  of  French  overtures 
and,  the  following  year,  a  collection  of  trio 
sonatas  for  one  or  two  violins,  bass  viol  and 
continuo. 

Falckenhagen,  Adam.  See  Northern 
EUROPE  6  Middle  Germany. 

Fasch,  Johann  Friedrich  (1688- 1758). 
Kapellmeister,  violinist,  organist  and  innov- 
ative composer.  Although  none  of  Fasch's 
music  was  ever  published,  Telemann  per- 
formed a  cycle  of  his  church  cantatas  at 
Hamburg  in  1733,  J.  G.  Pisendel  performed 
his  concertos  at  the  Dresden  court  and  Bach 
transcribed  his  overtures  for  the  Leipzig  col- 
legium musicum.  Fasch  came  from  a  family 
of  Lutheran  Kantors,  trained  under  Johann 
Kuhnau  at  the  Thomasschule  (where  he  was 
a  contemporary  of  Telemann),  and  then 
studied  at  the  University  of  Leipzig,  founding 
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his  own  collegium  musicum  in  rivalry  with 
that  of  Telemann.  Afterwards,  he  travelled 
widely,  pausing  at  Darmstadt  to  study  com- 
position with  Christoph  Graupner  and 
Gottfried  Griinewald. 

He  held  a  varied  succession  of  posts  as  a 
violinist  at  Bayreuth  (1714),  organist  at  Greiz 
(until  1 721)  and  Kapellmeister  at  Lukavec, 
before  taking  up  a  permanent  appointment  as 
Kapellmeister  at  Zerbst  in  1722.  Most  of  his 
vocal  music  (including  12  complete  cantata 
cycles,  16  Masses  and  four  operas)  is  lost, 
although  his  instrumental  music  (61 
concertos,  90  orchestral  suites  and  a  lesser 
number  of  symphonies  and  sonatas)  survive. 
I  1c  had  a  particular  penchant  for  wind  instru- 
ments and  used  them  in  pairs  in  his  concertos. 
Fleming,  Paul  (1609-40).  Much  admired  lyric 
poet  whose  reform  verse,  influenced  by  Opitz 
and  Schein,  was  set  by  Andreas  Hammer- 
schmidt,  C.  C.  Dedekind,  David  Pohle  and, 
later,  Bach.  Fleming  had  been  a  pupil  of  J.  11. 
Schein  (who  taught  him  Latin  and  German 
poetry)  at  the  Leipzig  Thomasschule  from 
1 62 1  before  entering  the  university  to  study 
medicine.  After  acquiring  a  PhD  and  MA, 
Fleming  joined  the  entourage  of  Duke  Fried- 
rich  of  Schleswig-Holstein  on  a  trip  to 
Moscow  and  Persia  in  1633;  he  returned  there 
in  1636  and  stayed  three  years.  In  spite  of  his 
success  as  a  poet,  he  renewed  his  study  of 
medicine  at  the  University  of  Leiden,  but  his 
early  death  cut  short  a  life  of  considerable 
promise. 

Forster,  Christoph  (Hcinrich)  (1693  !745)« 
Kapellmeister,  violinist  and  composer.  After 
lessons  in  composition  with  J.  D.  Heinichen 
at  Weissenfels,  Forster  took  up  an  appoint- 
ment as  a  violinist  in  the  Merseburg  court 
orchestra  (1717-42).  In  that  capacity  he  com- 
posed French  overtures  and  orchestral  suites, 
Italian  sinfonias  and  galant  chamber  music;  a 
set  of  symphonies  was  subsequently  published 
in  Nuremberg  (1747),  and  Telemann 
engraved  his  set  of  Duetti  oder  Trii  (for  two 
violins  and  optional  continuo)  for  publication 
in  Paris  (n.d.).  After  establishing  connections 
with  the  court  of  Prince  Friedrich  Anton 
of  Schwarzburg-Rudolstadt,  Forster  was 
appointed  vice-Kapellmeister  in  1743,  suc- 
ceeding Johann  Graf  as  Kapellmeister  two 
years  later.  He  composed  Masses  and  sacred 
cantatas  for  the  Rudolstadt  court. 

Franck,  Melchior  (t'1579  1639).  Important 
composer  of  German  Protestant  music  during 
the  first  half  of  the  17th  century:  Franck  pub- 
lished in  excess  of  40  collections  of  motets 
between  1 601  and  1636,  as  well  as  30  settings 


of  the  Magnificat.  He  was  much  indebted  to 
H.  L.  Hassler,  from  whom  he  learnt  both  the 
Netherlands  and  Venetian  polychoral  styles. 
In  the  winter  of  1602-3  Franck  gained  an 
appointment  as  Kapellmeister  to  the  music- 
loving  Prince  Johann  Casimir  of  Coburg, 
which  provided  him  with  an  excellent  environ- 
ment in  which  to  compose  and  publish  until 
the  1630s,  w  hen  the  exigencies  of  the  Thirty 
Years  War  impinged  upon  the  cultural  life  of 
the  court.  In  addition  to  more  than  600  sacred 
works,  Franck  composed  secular  vocal  music 
for  his  pupils  (witty,  eclectic  quodlibets  and 
songs)  and  homophonic  dance  collections  for 
four  to  six  instruments  (his  Delictae  convtvales 
of  1627). 

Franck,  Salomo  (1659  1725).  Court  admin- 
istrator at  Arnstadt  (1689),  Jena  (1697)  and 
Weimar  (from  1701),  and  poet  who  provided 
Bach  with  cantata  texts  for  Weimar  and 
Leipzig. 

Freisslich,  Johann  Balthasar  Christian. 

See  Northern  Europe  3  Poland. 

Freylinghausen,  Johann  Anastasius 
(1670  1739).  Theologian  and  editor  of  the 
highly  influential  Pietist  songbook,  the  Geist- 
renhes  Gesang-Buch  (1704,  1714).  Freyling- 
hausen was  educated  at  the  universities  of  Jena 
and  I  lallc,  where  he  assisted  the  leading  Pietist 
A.  H.  Francke  (whose  daughter  Freyling- 
hausen later  married).  In  171 5  he  took  a  post 
at  the  Ulrichskirche,  Halle. 

Gebel.  Breslau  father  and  son  composer 
organists.  Georg  Gebel  (1685  <  i75o)  was  an 
organist  and  composer  whose  precocious 
eldest  son  Georg  (1709-55)  was  composing 
serenades  and  a  German  opera  at  the  age  of 
16.  The  younger  Georg  left  Breslau  in  1735, 
resigning  an  organ  post  at  a  church  there,  and 
that  of  Kapellmeister  at  the  court  of  Oels,  to 
become  court  composer  and  harpsichordist  to 
Count  Bruhl  in  Warsaw,  where  he  learnt  to 
play  the  pantaleon.  In  1750  he  accepted  the 
post  of  Kapellmeister  at  the  Rudolstadt  court. 

Graf.  Family  of  German  musicians.  Born  in 
Nuremberg,  Johann  (1684  1750)  served  in  an 
army  regiment  in  Hungary  as  an  oboe  master 
before  training  in  Vienna  as  a  violinist  and 
composer.  His  next  posts  were  in  the  court 
bands  of  the  Elector  of  Mainz  and  the  Prince 
Archbishop  of  Bamberg.  In  1722  he  was 
appointed  Konzertmeister  at  the  Rudolstadt 
court,  and  later  (1739)  promoted  to 
Kapellmeister.  Johann  composed  and  pub- 
lished several  collections  of  violin  sonatas  and 
one  of  string  quartets  (Set  hs  hleine  Partten, 
1739).  Six  of  his  sons  also  pursued  musical 
careers. 
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Hammerschmidt,  Andreas  (161 1/12-1675). 
Bohemian-born  Protestant  organist  and  com- 
poser working  at  Zittau.  I  lammerschmidt's 
family  left  Bohemia  during  the  Thirty  Years 
War  (1626)  to  escape  religious  persecution. 
After  short-term  posts  at  Weescnstein  and 
Freiberg,  Hammerschmidt  succeeded  Chris- 
toph  Schreiber  in  1639  as  organist  of  the 
Johanniskirche  at  Zittau,  where  the  three 
organs  made  it  possible  to  exploit  concerto 
effects.There  he  collaborated  with  the  Kantor, 
Simon  Crusius,  to  improve  the  standards  of 
the  church  choir  and  local  Gymnasium,  both 
much  depleted  following  the  war.  For  the 
choir  he  composed  14  collections  of  concertato 
sacred  music;  and  for  the  school,  instrumental 
music  and  secular  songs  (Weltliche  Oden).  No 
organ  music  survives. 

Hertel,  Joharui  Christian  (1699-1754). 
String  player  -  one  of  the  best  viol  players  of 
his  day  -  and  prolific  composer  of  instru- 
mental music.  The  son  of  the  Kapellmeister  at 
Oettingen  (Jakob  Christian,  fl  r  1667-f  1726), 
Hertel  became  Kapellmeister  and  director  of 
music  at  Eisenach  (1733—41).  After  studies  in 
theology  at  Halle,  he  went  to  Darmstadt  to 
study  the  bass  viol  with  E.  C.  Hesse  in  1717. 
The  following  year  he  was  appointed  viol 
player  at  the  Eisenach  court  of  Duke  Johann 
Wilhelm,  who  allowed  Hertel  to  tour  through- 
out Germany  and  Holland;  in  1726  he  visited 
Bach  in  Leipzig.  After  the  Eisenach  Hof- 
kapelle  was  disbanded  in  1741,  Hertel  held  a 
similar  post  at  the  Mecklenburg-Strclitz  court 
until  1753.  His  son  Johann  Wilhelm  (1727-89) 
was  a  violinist,  keyboard  player  and  composer. 

Handel,  George  Frideric.  See  British  isles 
/  London. 

Hunold,  Christian  Friedrich.  See  North- 
ern Europe  1  North  Germany:  Hamburg. 

Johann  Ernst  (1696-17 15).  Prince  of 
Weimar,  violinist  and  composer  whose  life  was 
tragically  cut  short.  He  learnt  the  violin  from 
a  court  musician,  G.  C.  Eilenstein,  and  the 
keyboard  from  the  town  organist,  J.  G. 
Walther,  who  presented  the  prince  with  a 
treatise  (Praecepta  der  mustkalischen  Com- 
position) on  his  1 2th  birthday.  He  must  have 
been  greatly  stimulated  by  the  arrival  of  Bach 
as  court  organist  in  1708.  Walther  later  pre- 
pared a  catalogue  of  his  works,  Telemann  - 
who  had  dedicated  his  own  first  published 
work  (Six  Sonates  a  violon  seul,  171 5)  to  the 
prince  -  engraved  and  published  his  op.  1 
violin  concertos  in  1718,  and  Mattheson 
included  him  in  his  Ehren-Pforte  (1740). 

Kauffmann  Georg  Friedrich  (1679-1735). 
Thuringian   organist   and   composer  who 
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inherited  from  his  teacher,  J.  F.  Alberti 
(1710),  the  dual  post  of  organist  of  the  Mersc- 
burg  court  and  cathedral;  he  seems  later  to 
have  been  appointed  court  director  of  church 
music  and  then  Kapellmeister.  In  1722-3, 
Kauffmann  was  a  finalist  in  the  competition 
for  the  Leipzig  cantorship  which  went  to  Bach. 
I  Ic  composed  an  oratorio  and  cantatas,  as  well 
as  organ  chorale  preludes,  planned  as  a  cycle 
but  never  completed,  which  were  nevertheless 
published  in  his  Harmonische  Seeleniust 
(1733^6) 

Reiser,  Reinhard.  See  Northern  Europe  / 
North  Germany:  Hamburg. 

Kerll,  Johann  Kaspar.  See  Central  Europe 
3  Austro-Hungary:  Vienna. 

Kirchhoff,  Gottfried  (1684- 1746).  Kapell- 
meister, organist  and  composer  from  a  family 
of  Stadtpfeifer.  A  contemporary  of  Handel 
at  Halle,  Kirchhoff  was  also  a  pupil  of  F.W. 
Zachow.  He  was  appointed  Kapellmeister 
to  the  Duke  of  Hoistein-Glucksburg  (1709), 
and  then  organist  in  Quedlinburg  two  years 
later.  In  1714  he  settled  finally  in  Halle  to 
accept  the  dual  post  of  organist  and  director 
musices  at  the  Liebfrauenkirchc,  which  Bach 
had  already  declined.  Kirchhoff  composed 
occasional  music,  including  a  work  for  the 
bicentenary  of  the  Reformation  in  Halle 
(1741),  cantatas,  chorale  preludes  and  violin 
sonatas. 

Kobelius,  Johann  Augustin  (1674-1731). 
Weissenfels  organist  of  the  Jacobikirche, 
Sangerhausen,  and  court  composer  of  operas 
(1715-29).  Kobelius  was  appointed  to  the 
municipal  organ  post  in  1702  by  the  inter- 
vention of  the  Duke  of  Weissenfels  after  Bach 
had  won  the  competition. 

Krebs,  Johann  Ludwig  (1713-80).  Saxon 
organist-composer.  I  lis  father  Johann  Tobias 
Krebs  (1690-1762)  studied  in  Weimar,  later 
commuting  from  his  post  at  Buttclstedt  to 
study  first  with  J.  G.  Walther  and  later 
Bach.  Johann  Ludwig  received  his  musical 
training  from  1726  onwards  at  the  Leipzig 
Thomasschule  under  Bach  (serving  as  a 
cantata  copyist,  1729-31),  and  later,  while  a 
student  at  the  university  (1735-7),  he  played 
the  harpsichord  in  Bach's  collegium  musicum. 
He  applied  unsuccessfully  for  Bach's  post  in 
1750.  Meanwhile,  he  held  organ  posts  at  the 
Marienkirche,  Zwickau  (1737-43),  and  at  the 
Zeitz  court  (from  1744);  in  1755  he  was 
appointed  organist  of  the  Altenburg  court  of 
Prince  Friedrich. 

J.  L.  Krebs  seems  to  have  composed  exclu- 
sively instrumental  music,  most  of  it  unmis- 
takably influenced  by  Bach:  a  three-part 
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Clavier  LJbung  containing  settings  of  German 
chorales,  organ  preludes  and  fugues,  brilliant 
double  concertos  for  two  harpsichords,  duo 
and  trio  sonatas,  and  fantasias  for  a  single  wind 
instrument  (oboe,  trumpet,  oboe  d'amore  or 
flute)  and  organ.  His  organ  music  was  par- 
ticularly admired  by  J.  N.  Forkel. 
Krieger,  Johann  (1652- 1735).  Singer,  organ- 
ist, composer  and  director  chorx  musict  for  53 
years  at  Zittau.  Like  his  brother,  Johann 
Philipp  Krieger,  he  was  trained  in  Nurem- 
berg, where  he  worked  with  Heinrich 
Schwemmer  and  G.  C.  Wecker  while  singing 
in  the  choir  at  the  Scbald  Kirche.  He  obtained 
his  posts  through  his  brother,  following  him 
to  Bayreuth  in  1672  and  taking  over  the  organ- 
ist's duties  when  Johann  Philipp  was  named 
Kapellmeister  five  years  later.  Johann  briefly 
held  posts  as  Kapellmeister  at  Grciz  and  Eisen- 
berg  (where  he  composed  at  least  one  opera) 
before  settling  in  Zittau  (first  as  organist  of  the 
Johanniskirche,  then  as  director  chori  musici)  in 
1682. 

In  his  early  years  at  Zittau  he  composed 
songs  (publishing  a  large  collection  in  1684) 
and  Singspicls.  However,  his  fame  rests  on 
two  published  collections  of  keyboard  music: 
Seeks  musicalische  Partien  (comprising  alle- 
mande,  courante,  sarabande  and  gigue,  with 
optional  dances  inserted  before  the  gigue) 
appeared  in  1697,  and  the  Anmuthige  Clavier- 
Vbung  (containing  preludes,  ricercares, 
fugues,  fantasias,  toccatas  and  a  chaconne)  - 
of  which  Handel  owned  a  copy  -  in  1698. 
Krieger,  Johann  Philipp  (1649-1725).  Key- 
board player,  composer  of  over  2000  church 
cantatas  (only  74  survive)  and  elder  brother  of 
Johann  Krieger.  Born  in  Nuremberg,  Johann 
Philipp  was  a  pupil  of  Gabriel  Schiitz  before 
going  to  Copenhagen  to  study  the  organ  with 
Johannes  Schroder  and  composition  with 
Kaspar  Forster.  Though  subsequently  offered 
a  post  in  Norway  (at  Christiania),  he  preferred 
to  return  home.  He  acquired  the  post  of 
Kapellmeister  at  Bayreuth  and  in  1673  was 
granted  permission  by  Margrave  Christian 
Ernst  to  study  in  Venice  and  Rome.  On  his 
way  back  north  in  1675  he  paused  in  Vienna, 
where  he  was  rewarded  for  his  playing  with 
ennoblement.  He  terminated  his  connections 
with  Bayreuth  and  spent  time  in  Frankfurt  am 
Main  and  Kassel,  where  in  each  instance  he 
was  offered  employment;  he  accepted  the 
organ  post  at  the  Halle  court  in  1677.  With 
the  death  of  the  duke  three  years  later,  the 
court  moved  to  Weissenfels,  and  Krieger  was 
made  Kapellmeister  by  the  new  Duke  Johann 
Adolph  I. 


Krieger  was  an  extremely  prolific  composer 
of  Latin  and  German  texted  italianate  can- 
tatas; he  also  produced  18  operas  on  German 
librettos  and  a  variety  of  instrumental  music. 
He  published  two  sets  of  trio  sonatas  -  one 
for  two  violins  and  continuo  (1688)  and  the 
other  for  violin,  bass  viol  and  continuo 
(1693)  and  a  collection  of  Lustige  Feld- Music 
(1704)  for  four  wind  instruments. 

Kiihnel,  August.  See  Northern  el  rope  7 
Itinerant  Musicians. 

Lampe,  John  Frederick.  See  British  isles 
/  London. 

Leopold  (1694  1728).  Prince  of  Anhalt- 
Cothen,  music  patron  of  Bach,  bass  singer  and 
instrumentalist  (violin,  bass  viol  and  harp- 
sichord). The  eldest  son  of  Prince  Johann 
Georg  who  died  in  1704,  Leopold  was  edu- 
cated at  the  Ritterakademie  in  Berlin  (1708- 
10),  then  embarked  on  a  grand  tour  (1710- 
13),  during  which  time  he  studied  in  Rome 
with  J.  D.  Heinichen.  When  he  returned  to 
Cothen,  he  took  advantage  of  the  recent  dis- 
solution of  the  Berlin  Kapeile  and  hired  A.  R. 
Strieker  as  his  Kapellmeister,  along  with  six 
other  musicians  (including  Strieker's  wife  who 
was  a  soprano  and  lutenist). 

Upon  his  majority  in  17 16,  the  prince 
enlarged  his  Kapeile  to  include  three  violins, 
two  flutes,  two  trumpets,  three  ripienists  and 
single  players  of  the  bass  viol,  cello,  oboe, 
bassoon,  timpani  and  organ,  and  the  following 
year  he  engaged  Bach  as  his  new  Kapellmeister. 
Bach's  tenure  came  to  an  end  in  1722,  though 
he  retained  the  title  of  Kapellmeister  until  the 
prince's  death. 

Linike.  See  Northern  Europe  /  North 
Germany:  Berlin. 

Madonis,  Luigi.  See  Italy  4  Venice. 

Mizler  von  Kolof,  Lorenz  Christoph 
(171 1-78).  Franconian  physician,  mathe- 
matician, lecturer,  amateur  musician  and 
writer  on  music  who  in  1738  founded  the 
Korrespondierenden  Sozietat  der  Musica- 
lischen  Wissenschaften,  to  which  Handel  and 
Bach  belonged.  Although  a  polymath,  Mizler 
devoted  much  of  his  energy  to  music.  He 
acquired  his  practical  knowledge  of  music  at 
Ansbach.  In  1731  he  began  studies  at  Leipzig 
University,  where  he  was  greatly  influenced 
by  the  philosopher  and  literary  critic  J.  C. 
Gottsched.  But  he  dedicated  his  theology 
thesis  {Quod  mustca  ars  sit  pars  erudtttonis  phi- 
losophicae,  f 1734)  to  Johann  Mattheson,  whose 
Neu-erbffnete  Orchestre  ( 1 7 1 3)  he  so  much 
admired.  After  further  studies  in  medicine  and 
law  at  Wittenberg,  Mizler  returned  to  Leipzig 
in  1737  as  a  university  lecturer  in  music.  Con- 
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vinced  that  music  should  be  treated  as  a 
science,  Mizler  chose  Mattheson's  book  as  the 
subject  of  his  lectures. 

At  much  the  same  time  he  started  a  pub- 
lishing business  which  produced  a  monthly 
magazine  entitled  bfeu  eriiffnete  musikalische 
Bibiiothek,  through  which  the  corresponding 
society  communicated  (1738-54).  It  contained 
criticism  and  commentary  of  new  books  and 
music;  members  contributed  theoretical 
papers  on  which  discussion  was  encouraged. 
Mizler  devoted  200  pages  to  a  not  uncritical 
review  of  Mattheson's  Vollkommene  Capell- 
meister  (1739). 

Mizler  spent  the  second  half  of  his  life  in 
the  service  of  the  Polish  Count  Malachowski 
of  Konskie,  as  his  secretary,  librarian,  tutor 
and  court  mathematician.  He  continued  to 
pursue  his  formal  studies  in  medicine  at  the 
University  of  Erfurt  (1747)  and  gained  a  for- 
midable command  of  the  Polish  language,  its 
history  and  literature.  In  1747  he  settled  in 
Warsaw,  serving  as  court  physician  from  1752, 
but  still  found  time  to  publish  and  sustain 
the  corresponding  society  (which  grew  to  20 
members).  In  1757  he  was  made  a  member  of 
the  Erfurt  Academy  of  Sciences;  ten  years 
before  his  death,  he  was  ennobled. 

Molter,  Johann  Melchior.  See  Central 
Europe  /  South  Germany. 

Motz,  Georg  (1 653-1 733).  Court  organist, 
Kanlor  and  outspoken  South  German  writer 
on  the  impact  of  secular  musical  styles  on 
German  Protestant  music.  Although  a  Prot- 
estant, Motz  worked  at  the  Catholic  court  of 
Prince  Johann  Seyfried  of  Eggenberg  (nr 
Graz)  during  the  1670s.  Briefly  at  the  begin- 
ning of  the  1 680s  (after  a  four-month  journey 
to  Italy),  he  served  the  prince's  brother  Duke 
Johann  Christian  of  Krumau  (Bohemia);  but 
ill  at  ease  with  court  life,  Motz  left  to  become 
Kantor  at  Tilsit,  where  he  remained  after 
1682.  As  a  riposte  to  the  Pietist  Christian 
Gerber's  diatribe  against  the  use  of  music  in 
Protestant  services  (Unerkandte  Sunden  der 
Welt,  1690),  Motz  published  Die  vertheidigten 
Kirchen-Music  (1703)  and  Abgenotigte  Fortset- 
zung  der  vertheidigten  Kirchen-Music,  citing 
Renaissance  and  Baroque  theorists,  Luther 
and  the  Bible  in  support. 

Neumark,  Georg  (1621-81).  Well-travelled 
writer,  song  composer  and  viol  player. 
Neumark  spent  much  of  his  life  in  the  service 
of  Duke  Johann  Ernst  of  Weimar  as  chancel- 
lor, librarian  and  court  poet.  He  wrote  novels 
as  well  as  sacred  and  secular  poetry,  setting 
the  latter  to  music.  His  Fortgepflanzter  musi- 
kalisch-poetischer  Lustwald  (1652),  a  collection 
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of  continuo  songs,  incorporated  independent 
instrumental  parts  for  violin  and  bass  viol.  In 
1653  he  became  a  member  of  the  Frucht- 
bringende  Gesellschaft  and,  later,  the  Order 
of  the  Pegnitzschafer. 
Niedt,  Fricdrich  Erhard  (1674-1708).  Com- 
poser and  writer  on  performance  practice.  All 
that  is  known  of  his  life  is  that  he  studied  with 
J.  N.  Bach  at  Jena,  published  the  first  two  parts 
of  his  well-known  Musicalische  llandleitung 
(1700,  1706)  in  Hamburg  (Mattheson  pub- 
lished the  third  part  in  1717,  and  a  much- 
expanded  second  edition  of  Part  2  appeared  in 
1 721),  and  that  he  died  in  Copenhagen.  The 
treatise  addresses  thoroughbass,  counterpoint, 
improvisation,  canon,  chorale  and  recitative 
style.  None  of  his  music  survives. 

Osterreich,  Georg.  See  Northern  Europe  / 
North  Germany. 

Pachelbcl,  Johann.  Sec  Northern  Europe  6 
Middle  Germany. 

Pezel,  Johann  Christoph.  See  Northern 
EUROPE  4  Saxony  and  Thuringia:  Leipzig. 

Pfeiflfer,  Johann.  See  Northern  Europe  6 
Middle  Germany. 

Pohle,  David  (1624-95).  Composer  and 
instrumentalist.  A  pupil  of  Heinrich  Schiitz, 
Pohle  held  a  number  of  posts  before  becoming 
Konzertmeister  (1660)  and  soon  afterwards 
Kapellmeister  (1661)  at  Halle.  From  1674 
he  gained  additional  court  appointments  at 
Weissenfels  and  Zeitz;  when  in  1678  he  was 
appointed  Kapellmeister  at  Zeitz,  he  relin- 
quished his  place  at  Halle  to  his  deputy,  J.  P. 
Krieger.  Four  years  later  he  moved  to  a  similar 
post  at  the  Merseburg  court.  None  of  his 
music  -  Latin  and  German  sacred  works, 
Singspiels  and  sonatas  -  was  published  during 
his  lifetime. 

Printz,  Wolfgang  Caspar  (1641-1717). 
Composer,  theorist,  historian  and  (from  1664) 
music  director  at  the  Sorau  court,  who  greatly 
influenced  Johann  Mattheson  and  J.  G. 
Walther.  An  early  intention  to  become  a 
Lutheran  minister  proved  impractical  in  the 
Catholic  Upper  Palatinate  region  where  Printz 
had  grown  up,  so  he  turned  to  music,  briefly 
taking  up  a  post  as  a  tenor  at  the  Heidelberg 
court  chapel  in  1661,  then  departing  for  Italy 
in  the  entourage  of  a  Dutch  nobleman.  While 
in  Rome  he  met  Athanasius  Kircher  and  began 
collecting  the  music  and  treatises  that  would 
enable  him  to  write  his  own  tracts.  In  1664  he 
took  a  permanent  post  at  Sorau  with  Count 
Leopold  of  Promnitz.  I  Ic  lost  his  library  in  a 
fire  in  1684,  but  survived  an  attempt  to  poison 
him  in  1688. 

Printz  played  string  and  key  board  instru- 
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merits  and  composed  a  large  number  of  con- 
certos and  seven-part  canzonette  (lost),  but  is 
remembered  for  having  written  22  treatises  on 
music  history  and  theory,  of  which  only  six 
survive.  Of  particular  significance  are  the  well 
documented  Historische  Beschreibung  der 
edelen  Sing-  und  Kling-Kunst  (1600)  -  con- 
sidered the  first  major  German  history  of 
music  -  and  the  three-volume  Phrynis  Miti- 
lenaeus  oder  Satyrischer  Componist  (1696). 
Profe,  Ambrosius  (1 580-1 661).  Musician, 
teacher,  theorist,  editor  and  merchant  in 
Breslau.  The  suppression  of  Lutheranism  in 
Silesia  in  1629  meant  that  Profe  turned  to 
commerce  when  he  was  no  longer  able  to  work 
as  a  Kantor  and  schoolmaster.  When  he  gained 
the  organ  post  of  the  Elisabethkirche  in  1633 
he  prudently  continued  in  business;  in  1649 
his  career  as  a  musician  ended  abruptly  when 
part  of  the  church  collapsed,  destroying  the 
organ. 

During  the  1640s  Profe  was  active  as  an 
anthologist,  composer  and  textbook  writer:  in 
1 64 1  he  published  his  Compendium  musiium, 
in  which  he  rejected  the  old  method  of  hexa- 
chord  solmization;  over  a  five-year  period 
(164 1 -6)  he  published  the  four-volume  Geist- 
liche  Concerten  und  Harmonien,  in  1 646  a  col- 
lection of  Christmas  lullabies  (to  be  sung  in 
the  Magnificat)  and  in  1649  a  Corollarium 
containing  27  works  by  Giovanni  Rovetta 
and  three  unique  works  by  Schiitz,  among 
others. 

Romhild,  Johann  Theodor  (1684-1756). 
Organist  and  composer  who  succeeded  G.  F. 
Kauffmann  as  both  Kapellmeister  to  the  Duke 
of  Saxe-Merseburg  and  organist  of  Merse- 
burg  Cathedral  in  1735.  From  1690  Romhild 
had  been  a  pupil  along  with  J.  C.  Graupner, 
J.  F.  Fasch  and  J.  D.  Hcinichen  -  at  the 
Leipzig  Thomasschule,  under  Johann  Schelle 
and  Johann  Kuhnau,  and  then  at  the  univer- 
sity. In  1708  he  became  Kantor  of  a  school  in 
Spremberg  (Lusatia);  other  posts  in  the  area 
followed  and  in  1726  he  was  appointed 
Kapellmeister  to  Duke  I  Icinrich  of  Spremberg, 
who  was  shortly  to  become  the  next  Duke  of 
Saxe-Merseburg.  At  Merseburg  he  composed 
more  than  200  sacred  cantatas  and  a  St 
Matthew  Passion. 

Scheldt,  Samuel  (1587- 1654).  Distinguished 
organist,  teacher  and  composer  who  lived  and 
worked  all  of  his  life  in  Halle,  serving  as 
Kapellmeister  at  the  ducal  court  from  1619. 
He  was  a  pupil  of  Sweelinck  in  Amsterdam 
and  a  respected  contemporary  of  Michael  Prae- 
torius,  J.  H.  Schein  and  Heinrich  Schiitz. 
His  first  important  post  came  in  1609  when 


he  was  appointed  court  organist  to  Margrave 
Christian  Wilhelm  of  Brandenburg.  Scheidt 
was  invited,  along  with  Praetorius  and  Schiitz, 
to  help  with  the  reorganization  of  the  music  at 
Magdeburg  Cathedral.  Together  with  Johann 
Staden  they  also  took  part  in  the  dedication  of 
the  new  organ  at  the  Bayreuth  Stadtkirche  the 
following  year. 

In  his  new  post  as  Kapellmeister  at  Halle, 
Scheidt  worked  tirelessly  to  provide  the  court 
with  new  music,  which  he  then  published.  In 
1620  he  published  a  collection  of  polychoral 
motets,  Cantiones  sacrae  (for  eight  voices, 
paralleling  Schein's  16 15  Cymbalum  S ionium), 
in  which  he  combined  the  influences  of  Swee- 
linck and  the  Italian  concerto  style  with 
German  chorales.  He  then  revised  two  of  the 
motets  and  included  them  among  12  sacred 
concertos  -  notable  for  the  absence  of  chorales 
and  adorned  with  sinfonias,  virtuoso  obbligato 
instrumental  parts  and  continuo  -  in  Pars 
prima  concert uum  sacrorum  (1622).  His  three- 
volume  Tabulatura  nova  (1624)  was  the  first 
German  keyboard  collection  to  be  published 
in  open  score  and  contains  sets  of  both  chorale 
and  dance  variations.  Between  1621  and  1627 
he  also  produced  four  v  olumes  of  dance  music 
(for  four  or  five  instruments  and  basso  seguente) 
comparable  to  Schein's  161 7  Banchetto  musi- 
cale,  under  the  title  Ludi  musici. 

Political  events  caused  the  court  to  disband 
in  1625,  though  Scheidt  retained  his  title 
without  salary,  forcing  him  to  rely  on  teaching 
(his  best-known  pupil  was  Adam  Krieger)  and 
commissions  from  abroad  in  order  to  support 
his  family  over  the  next  few  years.  From  1628 
until  1630,  he  served  as  director  musices  at 
the  Marktkirche,  though  disputes  with  the 
organist  and  the  Rektor  of  the  Gymnasium 
ended  with  his  resignation.  He  continued  to 
publish  music  during  the  1630s,  issuing  four 
volumes  of  Geistliche  Concerte  (1631-40)  and 
one  of  I.iebliche  Krafft-Bliimlein  (1635)  for  the 
smaller  forces  appropriate  to  the  more  austere 
times. 

By  the  time  Scheidt  had  been  reinstated  as 
court  Kapellmeister  in  1738,  he  had  lost  four 
of  his  children  in  the  plague  of  1636,  but 
despite  this  personal  tragedy,  he  continued  to 
compose  and  publish.  In  1642  he  presented 
his  patron,  Duke  August,  with  a  set  of  more 
than  100  sacred  madrigals  for  five  voices  (now 
lost)  and  a  collection  of  instrumental  sinfonias 
(which  were  printed  in  1644).  In  1650  he 
published  100  four-part  chorale  settings  for 
organ  (Tabulatur-Buch)  which  attest  to  his 
skilful  devotion  throughout  his  life  to  the 
chorale  variation  technique. 
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Schickhardt,  Johann  Christian.  See  Low 

countries  /  United  Provinces. 

Schrtiter,  Christoph  Gottlieb  (1600-1782). 
Saxon  organist,  composer,  inventor  and  music 
theorist  whose  home  in  Nordhausen  was  ran- 
sacked and  library  destroyed  by  the  French 
army  in  1761.  Schroter  was  trained  at  the 
Dresden  royal  chapel  before  studying  theology 
at  Leipzig.  He  later  worked  as  a  music  copyist 
to  Antonio  Lotti  at  Dresden  and  then  as  sec- 
retary and  a  musician  to  a  baron,  in  whose 
entourage  he  travelled  to  the  Netherlands  and 
England  as  well  as  within  Germany.  In  1724 
he  settled  in  Jena  where  he  lectured  on  the 
significance  of  Johann  Mattheson's  Neu- 
eroffnete  Orchestre  ( 1713)  and  the  mathe- 
matical basis  of  music  theory;  he  also  founded 
a  collegium  musicum  there.  But  eight  years 
later  he  was  appointed  organist  at  Nord- 
hausen, a  post  he  held  for  50  years. 

In  1737  Schroter  joined  in  the  outcry 
against  J.  A.  Scheibe's  criticisms  of  J.  S.  Bach, 
published  in  the  Critischer  Musikus.  Two  years 
later  he  became  one  of  the  first  members  of 
Mizler's  corresponding  society,  which  allowed 
him  a  forum  for  his  often  critical  views  of 
people  and  their  theories.  Although  he 
erroneously  believed  that  he  had  invented  the 
piano  (as  he  claimed  in  Marpurg's  Kritmhe 
Briefe,  1760-64),  he  seems  to  have  been  the 
first  German  to  repeat  Cristofori's  achieve- 
ments. Schroter  also  invented  a  mechanism 
for  organists  which  would  allow  changes  of 
dynamics  on  both  the  manuals  and  the  pedals 
without  changing  registration.  His  most 
influential  treatise,  Deutliche  Anweisung  zum 
General-Bass,  dates  from  the  early  1750s,  but 
was  not  published  until  1772. 

Sorge,  Georg  Andreas  (1703-78).  Thur- 
ingian  organist,  composer  of  keyboard  music, 
expert  on  organ  building  and  prolific  writer  of 
treatises.  Notable  among  these  are  his  Anlei- 
tung  zur  Fantasie  (1767),  which  is  a  guide 
to  extemporization  at  the  keyboard,  and  the 
Vorgemach  der  musicalischen  Composition 
(1745-7),  which  presents  a  cogent  synthesis  of 
contemporary  theoretical  thought.  From  the 
age  of  19,  Sorge  served  in  the  relative  obscur- 
ity of  Lobenstern  as  court  and  civic  organist, 
publishing  his  treatises  at  his  own  expense  and 
eschewing  other  appointments.  In  1747  he 
became  a  member  of  Mizler's  corresponding 
society. 

Stolzel,  Gottfried  Heinrich  (1600-1740). 
Saxon  Kapellmeister,  composer  and  theorist. 
After  studies  at  the  University  of  Leipzig, 
where  he  was  involved  in  opera  and  the  col- 
legium musicum,  and  casual  work  as  a  singing 
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and  harpsichord  teacher  in  Breslau,  Stolzel 
travelled  widely  in  Italy  (17 13-15).  At  Venice 
he  met  Francesco  Gasparini,  Alcssandro  Mar- 
cello,  C.  F.  Pollarolo  and  Vivaldi;  at  Florence, 
he  declined  a  post  because  of  his  Protestant 
convictions.  He  spent  three  years  in  Prague,  a 
year  in  Bayreuth  (where  he  contributed  music 
to  the  bicentenary  celebrations  of  the  Refor- 
mation) and  then  two  years  as  Kapellmeister 
at  Gera,  before  taking  up  a  permanent  post  at 
the  court  of  Saxe-Gotha  in  1720. 

For  each  of  these  courts  he  composed 
theatre  pieces,  usually  pastorales;  for  Prague 
and  Gotha,  he  composed  oratorios.  J.  S.  Bach 
included  his  partita  in  G  minor  in  the  Clavier- 
Buchlem  for  W.  F.  Bach  (1720).  Stolzel  com- 
posed 12  annual  cantata  cycles,  an  Enhar- 
monische  Sonata  for  harpsichord  and  a 
concerto  grosso  for  four  orchestras.  His  only 
printed  work,  a  treatise  on  canon,  appeared  in 
1725.  In  1739  he  became  a  member  of  Mizler's 
corresponding  society. 

Strattner,  Georg  Christoph  (41644-1704). 
Hungarian-born  German  Kapellmeister  and 
composer  of  a  Passion  cantata,  Sehet  doch,  ihr 
Menschenkinder  (1692),  for  voices  and  instru- 
ments, which  was  an  important  precursor  of 
the  Passion  oratorio.  Strattner  was  a  protege 
of  S.  F.  Capricornus  at  Pressburg  and 
Stuttgart.  He  was  appointed  Kapellmeister  at 
the  court  of  Baden-Durlach  (1666-82),  then 
of  the  Barfiisserkirche  at  Frankfurt  am  Main 
(1682-92),  where  he  was  required  to  compose 
simple  Pietist  music.  Convicted  of  adultery 
and  banished  from  Frankfurt,  Strattner 
sought  a  new  life  in  Weimar  where,  in  1695, 
he  became  court  vice-Kapellmeister  under 
J.  S.  Drese  and,  two  years  later,  director  of 
the  opera  house. 

Strieker,  Augustin  Reinhard.  Sec  North- 
ern Europe  /  North  Germany:  Berlin. 

Telemann,  Georg  Philipp.  See  Northern 
elrope  /  North  Germany:  Hamburg. 

Vogler,  Johann  Caspar  (1696- 1763).  Key- 
board player  and  composer  who,  during  the 
late  1730s,  served  as  deputy  mayor,  then 
mayor  of  Weimar.  Vogler  studied  with  Bach 
(who  considered  him  among  his  best  pupils) 
at  Arnstadt  (1706)  and  Weimar  (1710-14),  as 
well  as  with  P.  H.  Erlebach  and  A.  N.  Vetter 
at  Rudolstadt.  After  an  initial  organ  post  at 
Stadtilm  (171 5),  he  was  appointed  court 
organist  (subsequently  acquiring  additional 
teaching  and  harpsichord  duties)  at  Weimar 
in  1 72 1.  His  Vermischte  musikalische  Chora  l- 
Gedanken  for  organ  appeared  in  1737. 

Walthcr,  Johann  Gottfried  (1684- 1748). 
Organist,  composer,  teacher,  theorist  and  lexi- 
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cographer.  Walther's  importance  lies  as  much 
in  his  place  in  German  musical  life  as  in  his 
contributions  to  it.  He  was  a  skilled  organist, 
with  a  secure  post  at  the  Weimar  court  from 
1707  onwards,  and  composed  vocal  music  and 
chorale  preludes,  of  which  the  latter  may  be 
favourably  compared  with  those  of  his  cousin, 
J.  S.  Bach. 

Walther  and  Bach  became  close  friends 
during  Bach's  tenure  at  Weimar.  Walther  was 
also  acquainted  with  Andreas  Werckmcister, 
from  whom  he  received  encouragement  and 
gifts  of  treatises  and  music.  He  came  to  know 
many  others  through  correspondence  under- 
taken in  the  production  of  his  Musicalisches 
Lexicon  (1732),  the  first  German  musical  dic- 
tionary and  the  first  in  any  language  to  include 
both  biographies  and  terms,  ancient  and 
modern;  his  manuscript  revisions  found  their 
way  into  E.  L.  Gcrbcr's  1790-92  Lexicon  der 
Tonkunstler.  His  autobiography  appears  in 
Mattheson's  Grundlage  einer  Ehren-Pforte 
(1740),  and  further  illuminates  the  nature  of 
his  friendships  and  professional  acquaint- 
anceships. 

Walther  was  appointed  as  music  teacher  of 
Prince  Johann  Ernst  (nephew  of  the  Duke  of 
Weimar),  to  whom  he  dedicated  a  manuscript 
treatise  containing  a  summary  of  1 7th-century 
theoretical  sources,  a  discussion  of  mid 
Baroque  compositional  techniques  -  par- 
ticularly those  dealing  with  text  setting  -  and 
an  explanation  of  German  musical  rhetorical 
figures.  In  1721  he  was  appointed  Hofmusicus 
at  Weimar. 

Wender,  Johann  Friedrich  (1655-1729). 
Saxon  organ  builder  whose  instrument  at  the 
Neukirche  at  Arnstadt  (170 1-3)  was  tested  by 
Bach.  Impressed  with  his  work,  Bach  sub- 
sequently commissioned  him  to  enlarge  the 
organ  at  Muhlhausen  (1708-9),  to  Bach's  own 
specifications.  Wendcr's  instruments  were 
also  highly  regarded  by  Johann  Kuhnau  and 
Johann  Mattheson. 

Werckmcister,  Andreas  (1645- 1706). 
Important  central  German  theorist,  composer 
and  respected  organ  expert  who  held  a  suc- 
cession of  organ  posts  in  Thuringia.  Though 
not  university-trained,  Werckmcister  was  well 
read  and  possessed  of  a  wide-ranging  intellect. 
He  knew  the  treatises  of  Glarcan,  Zarlino  and 
Michael  Praetorius;  he  corresponded  with 
J.  G.  Walther  and  exerted  an  important  influ- 
ence on  Walther's  Praecepta  der  musicalischen 
Composition  (1708). 

Werckmeister  published  six  major  treatises 
of  his  own.  The  Orgel-Probe  ( 1 68 1 )  describes 
ways  of  testing  both  new  and  renovated 


instruments.  His  writings  on  tuning  and 
temperament  in  particular,  Mustcahsche 
Temper atur  (1st  edn  lost;  2nd  edn  1601)  -  are 
equally  relevant  to  modern  readers:  his  system 
of  tempering  four  intervals  of  a  fifth  (C-G, 
G-D,  D-A,  B-F  sharp)  and  tuning  the 
remaining  eight  perfect,  known  today  as 
'Werckmeister  III',  enables  keyboard  players 
to  perform  satisfactorily  in  all  keys  with- 
out retuning.  Werckmeister's  thoroughbass 
manual  Die  nothwendtgsten  Anmerckungen  und 
Regeln,  1698),  with  its  emphasis  on  harmony 
rather  than  counterpoint,  is  as  much  for  com- 
posers as  accompanists.  The  themes  of  religion 
and  mathematics  pervade  all  of  his  writings, 
coming  together  (as  they  did  for  Bach)  in  a 
belief  in  the  mystic  significance  of  number  in 
music. 

Westhoff,  Johann  Paul  von  (1656-1705). 
Violinist  virtuoso,  composer  of  idiomatic 
unaccompanied  partitas  (1696)  and  linguist 
at  the  Weimar  court.  Westhoff  must  have 
travelled  in  Italy  as  well  as  France  in 
order  to  acquire  the  fluency  necessary  to  serve 
as  the  royal  tutor  of  French  and  Italian.  In 
1682,  while  Westhoff  was  in  Paris,  he  played 
for  Louis  XIV;  that  same  year,  the  Mercure 
galant  advertised  a  sonata  for  violin  and 
continuo  by  Westhoft  in  December  and,  the 
following  month,  an  unaccompanied  suite 
(which  appears  to  be  the  earliest  known  multi- 
movement  work  for  unaccompanied  violin). 

Witt,  Christian  Friedrich  (t-1660-1716). 
Kapellmeister,  keyboard  player  (the  son  of 
Johann  Ernst  Witt,  Altenburg  court  organist), 
composer,  teacher  and  compiler  of  one  of  the 
most  important  hymnals  (Psalmodta  sacra, 
1 7 1 5)  of  the  early  1 8th  century.  Witt  was  a 
lifelong  servant  to  Friedrich  I,  Duke  of  Saxe- 
Gotha,  who  sent  him  to  V  ienna  and  Salzburg, 
and  to  Nuremberg,  where  he  studied  com- 
position with  G.  C.  Wecker  (1685-0).  He 
served  as  chamber  organist  at  the  Gotha  court 
from  1686,  then  vice- Kapellmeister  (1694)  a°d 
finally  Kapellmeister  from  1713.  In  addition  to 
the  hundred-odd  tunes  he  contributed  to  the 
Psalmodta  sacra,  Witt  composed  rather  old- 
fashioned  church  cantatas  (including  the 
'Rentweinsdorf  cycle),  French  ensemble 
suites,  Italian  sonatas  and  harpsichord  pieces. 

Zachow,  Friedrich  Wilhclm  (1663-17 12). 
Organist  at  the  Marienkirche,  I  lallc,  composer 
and  teacher  of  Gottfried  Kirchhoff,  J.  G. 
Ziegler  and  Handel.  Zachow  came  from  a 
family  of  Leipzig  Stadtpfeifer,  very  likely 
attended  the  Thomassehulc,  and  held  a  post 
in  Eilenburg  (1676)  before  taking  up  his  duties 
at  Halle  in  1684.  As  well  as  organ  preludes 
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and  fugues  based  on  chorale  tunes,  Zachow 
composed  Masses  and  cantatas  encompassing 
all  the  current  forms  and  textures,  in  fugal 
and  concerted  styles.  The  cantatas  incorporate 
extended  and  richly  scored  instrumental 
movements  and  obbligato  instruments  in  the 
recitatives  as  well  as  the  arias.  Because  of 
the  quality  and  character  of  this  music,  he  is 
considered  a  worthy  precursor  of  Bach. 
Ziegler,  Johann  Gotthilf  (1688- 1747). 
Saxon  organist  and  composer  (who  had  been 
a  child  prodigy),  teacher  and  the  author  of 
three  unpublished  treatises.  The  first  half  of 
Ziegler's  career  was  spent  in  short  spells  of 
study  with  such  musicians  as  Christian  Pezold 
at  the  Dresden  Sophienkirche,  F.  W.  Zachow 
at  the  Halle  Marienkirche,  Bach  at  the  Weimar 
court  and  Johann  Theile  at  Naumburg;  and  a 
longer  period  at  the  University  of  Halle  in 
pursuit  of  degrees  in  law  and  theology,  during 
which  time  he  came  under  the  influence  of  the 
eminent  Pietist  theologian  A.  H.  Francke.  He 
travelled  in  Germany,  playing  with  court  and 
church  orchestras  as  well  as  civic  collegiums. 

In  1 7 16  he  took  up  the  post  of  assistant 
organist  at  the  Ulrichskirche  in  Halle  where, 
after  17 18,  he  remained  as  director  musices  and 
organist  for  the  rest  of  his  life.  Like  Zachow 
and  Gottfried  Kirchhoff,  he  taught  and  con- 
tributed greatly  to  the  musical  life  of  Halle. 
Although  little  of  his  music  survives,  he  is 
known  to  have  composed  at  least  three  cycles 
of  cantatas  and  the  funeral  music  for  Friedrich 
Wilhclm  I  in  Berlin  in  1740,  as  well  as  other 
commissions  for  occasional  music  from 
outside  I  Ialle. 


Dresden 

Albert,  Heinrich.  See  Northern  Europe  / 

North  Germany. 
Albrici.  See  Italy  10  Itinerant  Musicians. 
Algarotti,  Francesco.  See  Italy  10  Itinerant 

Musicians. 

Bach,  Wilhelm  Friedemann  (1710-84). 
Organ  virtuoso,  scholar  and  composer  known 
as  'the  Halle  Bach',  the  eldest  and  much- 
loved  son  of  Johann  Sebastian  Bach.  Though 
unquestionably  gifted,  Friedemann  was  also 
deeply  flawed,  and  not  sufficiently  disciplined 
or  visionary  to  realize  fully  his  innate  abilities. 
Educated  at  the  Lateinschule  in  Cdthen,  the 
Thomasschule  and  the  university  in  Leipzig, 
Friedemann  showed  himself  to  be  very  intel- 
lectual, excelling  at  mathematics,  philosophy 
and  law.  His  musical  training  came  from  his 
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father,  who  compiled  the  Clavier-Buchlein  for 
him  in  1720  (the  year  of  his  mother's  death); 
when  he  was  12  his  father  presented  him  with 
the  first  volume  of  Das  wohltemperirte  Clavier. 

Like  his  father,  he  never  ventured  further 
afield  than  Berlin.  In  1729,  armed  with  an 
invitation  for  Handel  to  visit  the  Bach  family 
in  Leipzig  (which  was  never  taken  up),  Frie- 
demann met  Handel  at  Halle.  Two  years  later 
he  accompanied  his  father  to  Dresden  (where 
in  1733  Friedemann  was  appointed  organist 
at  the  Sophienkirche). 

Though  not  connected  with  the  Dresden 
court,  Friedemann  gained  the  admiration 
and  friendship  of  such  musicians  as  Panta- 
leon  Hebenstreit  (xkc-Kapellmeister),  P.  G. 
Buffardin,  J.  A.  Hasse,  Faustina  Bordoni  and 
Silvius  Weiss.  Because  the  Sophienkirche  post 
was  only  part-time,  Friedemann  took  on 
pupils  -  among  them  the  harpsichordist  J.  G. 
Goldberg  -  and  composed  flute  duets  and 
harpsichord  concertos.  But  he  was  ill-at-ease 
in  Dresden  and  so  ultimately  sought  more 
congenial  surroundings  in  Halle,  where  in 

1746  he  was  appointed  organist  at  the 
Liebfrauenkirche  (a  post  for  which  his  father 
had  once  competed),  with  responsibility  for 
the  music  at  the  two  other  principal  churches 
there. 

In  the  event,  Halle  too  had  its  drawbacks: 
Friedemann  had  exchanged  the  frivolity  and 
intellectual  freedom  of  Dresden  for  Pietist 
sobriety.  The  limitations  of  his  new  environ- 
ment were  all  the  more  evident  to  him  after 
visiting  his  younger  brother  Carl  Philipp 
Emanuel  at  the  Berlin  court  with  his  father  in 

1747  and  his  half-brother  Johann  Christian  in 
1750.  The  death  of  his  father  in  1750  seems 
to  have  been  devastating  to  Friedemann;  mar- 
riage the  following  year  could  not  fill  the  void. 
And  although  he  continued  to  compose  instru- 
mental music  and  cantatas,  he  relied  upon  his 
father's  example  or  simply  borrowed  from  his 
own  earlier  works,  rather  than  developing  a 
new  and  more  integrated  style  as  Emanuel  was 
able  to  do. 

When  the  opportunity  to  quit  Halle  came 
in  1762,  in  the  form  of  a  Kapellmeister  post 
at  Darmstadt,  Friedemann  mismanaged  the 
negotiations  and  found  himself  with  a  title 
but  no  salary.  Apparently  demoralized  and 
unmindful  of  the  consequences  (perhaps 
already  suffering  from  the  mental  instability 
that  later  afflicted  him),  he  left  his  organ  post 
at  the  Liebfrauenkirche  in  1764  without  notice 
or  prospects  of  employment  elsewhere.  He 
and  his  family  remained  in  Halle  for  several 
years  -  living  off  the  proceeds  of  the  sale  of 
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his  wife's  property  before  moving  first  to 
Brunswick  in  1770,  where  he  gave  recitals  and 
sold  his  father's  manuscripts  (of  which  he  was 
chief  custodian)  to  meet  their  expenses,  and 
then  to  Berlin  four  years  later.  Through  his 
brother  he  gained  the  patronage  of  Princess 
Anna  Amalia  and  pupils;  but  by  this  time 
his  deteriorating  mental  health  had  become 
marked.  He  repaid  the  friendship  of  the  court 
composer  J.  P.  Kirnberger  with  groundless 
slander  in  a  ludicrous  attempt  to  discredit  and 
unseat  him  from  his  post,  and  presumed  to 
pass  off  his  father's  music  as  his  own.  During 
1778-0  he  attempted  to  compose  an  opera, 
Lausus  und  Lydie  (now  lost).  However,  there 
were  those  who  took  pity  on  his  dependents 
and,  a  few  months  after  his  death,  mounted 
a  benefit  performance  for  them  of  Handel's 
Messiah  in  Berlin. 
Bernhard,  Christoph  (1628-92).  Pomer- 
anian singer,  composer  and  important  theorist 
at  Dresden  who  defined  three  styles  of  com- 
position according  to  the  interrelationship  of 
words  and  music  in  his  Tractatus  compositions 
augmentatus.  Along  with  Hcinrich  Albert, 
Johann  Klemm,  Johann  Theile  and  Matthias 
Weckmann,  Bernhard  was  one  of  Hcinrich 
Schutz's  principal  disciples,  training  and 
serving  under  him  from  1649.  In  1655  he  was 
appointed  vice- Kapellmeister  and  two  years 
later  travelled  to  Italy  to  study  in  Rome  with 
Carissimi  and  to  recruit  musicians  for  the 
court  of  the  elector,  Johann  Georg.  However, 
rivalries  between  German  and  Italian 
musicians  made  life  at  court  unsupportable, 
and  in  1663  Bernhard  left  to  join  Weckmann 
at  Hamburg.  Within  a  year  he  succeeded 
Thomas  Selle  as  Kantor  of  the  Johanneum, 
charged  additionally  with  the  direction  of 
church  music  in  the  four  main  Hamburg  chur- 
ches. He  became  involved  in  Weckmann's  col- 
legium musicum  and  published  a  collection  of 
20  sacred  concertos  for  one  to  four  voices 
(Geislliche  Harmonien)  which  he  dedicated  to 
the  city  fathers.  Schiitz  commissioned  a  five- 
voice  funeral  motet  in  the  style  of  Palestrina  - 
even  providing  Bernhard  with  the  text  -  two 
years  before  he  died  (1672):  an  indication  of 
the  esteem  in  which  he  continued  to  hold 
his  pupil  and  colleague.  In  1674  Bernhard 
returned  to  the  Dresden  court  as  vice- 
Kapellmeister  and,  under  Elector  Johann 
Georg  III,  was  promoted  to  Kapellmeister  in 
1681. 

Bernhard's  writings  are  undated  and  cir- 
culated in  manuscript,  but  it  seems  likely  that 
he  wrote  Von  der  Singe-Kunst  for  the  choir- 
boys in  his  charge  during  the  early  years  at 


Dresden,  and  the  Tractatus  and  the  Aus- 
fuhrlicher  Bericht  vom  Gebrauche  der  Con-  und 
Dissonantten  later.  The  three  styles  explicated 
in  the  Tractatus  arc  the  Stylus  gravis  (or  prima 
prattica)  and  si)  Ins  luxurians,  which  is  divided 
info  communis  and  teatralis,  according  to  where 
music  in  these  styles  was  performed,  and  the 
types  of  acceptable  dissonance  conveyed 
therein.  Bernhard's  music  manuscripts  are 
preserved  in  the  collection  of  Gustaf  Diiben. 
Hunt  cm  pi.  Giovanni  Andrea  [Angelini] 
(c  1 624-1 705).  Italian  castrato  singer,  com- 
poser of  the  first  Italian  opera  to  be  staged  in 
northern  Germany,  theorist  and  author  of  the 
first  music  history  in  Italian.  As  a  young 
singer,  Bontempi  was  entrusted  to  Cardinal 
Francesco  Barberini  in  Rome.  Having  per- 
fected his  singing  under  Virgilio  Mazzocchi, 
he  took  up  a  post  in  1 643  at  S  Marco,  Venice, 
where  he  worked  with  Monteverdi,  Giovanni 
Rovetta  and  Cavalli.  In  1650  he  travelled  north 
to  Dresden  to  enter  the  service  of  the  Elector 
Johann  Georg  I.  There  he  was  associated  with 
Schiitz,  to  whom  he  dedicated  his  important 
treatise  on  counterpoint,  the  Nova  . . .  meth- 
odus  (1660).  Bontempi  became  involved  in 
theatrical  productions  and  in  1664  added 
the  posts  of  stage  designer  and  master  of  the 
machines  to  his  portfolio. 

Two  years  earlier  his  opera  //  Paride  was 
performed  as  part  of  the  marriage  celebrations 
of  the  Margrave  of  Brandenburg  and  the  Prin- 
cess of  Saxony.  It  incorporated  much  splen- 
dour and  a  v  ariety  of  musical-dramatic  genres 
including  the  comic  intermezzo.,  Bontempi 
himself  described  the  work  as  an  'crotopegnio 
musicale'.  It  was  in  fact  the  first  Italian  opera 
to  be  staged  in  northern  Germany.  Bontempi 
returned  briefly  to  Italy  (1666-70),  and  when 
he  returned  to  Dresden  his  only  other  sur- 
viving opera  was  staged:  Dafne  (1671),  on 
which  he  collaborated  with  Peranda,  rep- 
resents an  early  attempt  to  integrate  Italian 
and  German  styles. 

When  the  elector  died  in  1680,  Bontempi 
retired  to  his  native  Perugia.  There,  in  1695, 
he  published  his  Historta  music  a  -  which, 
though  important  as  the  first  of  its  kind  in 
Italian,  dwelt  mainly  on  his  theories  of  Greek 
music,  and  only  briefly  discussed  the  music  of 
his  day  (Burnev  and  Hawkins  were  highly 
critical  of  it). 

Bordoni,  Faustina.  See  Italy  10  Itinerant 

Musicians. 

Boschi,  Giuseppe  Maria.  See  Italy  10  Itin- 
erant Musicians. 

Buffardin,    Pierre-Gabriel  (41690-1768). 
Provencal-born  flautist  and  teacher,  working 
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at  the  Dresden  court  (17 15  50).  Little  is 
known  of  his  early  life  or  training,  beyond  the 
fact  that,  as  a  young  man,  Buffardin 
accompanied  the  French  ambassador  to  Con- 
stantinople. However,  his  pupils  included 
Johann  Jacob  Bach  (the  younger  brother  of 
J.  S.  Bach),  J.  J.  Quantz,  F.  J.  Gotzel  and 
P.  G.  Florio.  According  to  the  Dutch  flautist 
Antoine  Mahaut,  Buffardin  invented  a  divided 
foot-piece  with  a  tuning  slide  for  his  flute.  He 
visited  Paris  at  least  twice  -  in  1726  and  1737 
he  appeared  at  the  Concert  Spirituel  -  before 
retiring  there  in  1 750. 
Dedekind,  Constantin  Christian  (1628- 
171 5).  Bass  singer,  violinist,  song  composer 
and  poet,  whose  primary  post  at  the  Dresden 
court  was  as  a  tax  collector  (though  he  also 
held  musical  appointments).  Dedekind 
received  his  initial  training  at  the  renowned 
Quedlinburg  abbey,  under  the  direction  of 
the  Landgravine  of  Hesse,  before  seeking  out 
Christoph  Bern  hard  at  Dresden  (1646).  In 
1654  he  gained  an  appointment  as  a  chapel 
singer,  and  in  1606  he  became  leader  of  the 
court  orchestra.  Ultimately,  tensions  between 
the  Italian  and  German  musicians  at  Dresden 
forced  him  to  resign  in  1675. 

He  published  two  large  collections  of  solo 
and  duo  songs  with  continuo:  the  Aelbxanxsche 
Musen-Lust  (1657),  containing  146  sacred  and 
secular  strophic  solo  songs,  with  instrumental 
ritornellos  and  obbligato  parts;  and  the 
Mustcalischer  Jahrgang  und  I  esper-Cesang 
(1673-4),  containing  120  sacred  concertos 
with  recitatives,  ariosos  and  da  capo  arias  for 
two  voices  and  continuo  (he  also  provided 
parts  for  an  optional  bass  voice  and  two 
violins).  Dedekind's  efforts  to  become  a  music 
publisher  failed,  and  he  turned  to  poetry 
(abandoning  music  altogether  during  the  last 
half  of  his  life),  signing  his  song,  oratorio  and 
intermedi  texts  with  his  pseudonym  'Con  Cor 
D\ 

Durastanti,  Margherita.  See  Italy  10  Itin- 
erant Musicians. 

Farina,  Carlo  (ri  600-1 640).  Italian  violinist 
who  advanced  the  art  of  violin  playing  in 
Germany,  and  an  early  composer  of  trio 
sonatas;  in  particular,  he  greatly  influenced 
the  German  violinists  David  Cramer,  the  elder 
Johann  Schop  and  Johann  Vicrdanck.  Farina 
was  a  contemporary  of  Salamone  Rossi  and 
G.  B.  Buonamente  at  Mantua  before  departing 
for  Dresden,  where  in  1625  he  was  made 
Kapellmeister.  Between  1626  and  1628  he  pub- 
lished programmatic  trio  sonatas,  whose 
special  effects  included  imitations  of  other 
instruments  and  even  animals,  through  use 


of  idiomatic  devices  such  as  col  legno,  sul 
ponticello,  glissandos,  scordatura  and  chords; 
here  and  there,  Polish  and  Hungarian  rhythms 
are  evident,  perhaps  reflecting  his  travels. 
Fierszewicz,  Daniel.  See  Northern  Europe 
j  Poland. 

Gerber,  Christian  (1660-1731).  Pietist 
clergyman  and  writer  who  denounced  the 
place  of  music  in  Protestant  worship.  Gerber 
published  Unerkandte  Stinden  der  Welt  in 
Dresden  in  1690;  in  it  he  marshalled  quo- 
tations from  the  Scriptures  and  Luther's 
writing  to  support  his  contention.  His  some- 
what shaky  arguments  were  ably  countered 
(with  citations  from  the  same  venerable 
sources)  by  Georg  Motz,  writing  from  Tilsit 
in  1703  and  again  in  1708.  Gerber  responded 
in  Unerkannte  Wohlthaten  Gottes  (171 1). 

Harms,  Johann  Oswald  (1643- 1708). 
Important  North  German  stage  designer  and 
painter  at  the  Dresden  court  (from  1766),  who 
was  influenced  by  the  Venetian  (Mauro,  San- 
turiniand  Mazzarini)and  Viennese  (Burnacini) 
sets  and  machines  he  saw  during  his  travels 
between  1669  and  1672.  While  he  emphasized 
architectonic  formalism  in  his  sets,  his  experi- 
ence as  a  muralist  (of  urban  and  rural  settings) 
raised  the  artistic  quality  of  his  work  above 
that  of  his  contemporaries.  He  created  the  sets 
for  about  50  productions  of  operas  by  J.  S. 
Kusser,  Agostino  Steffani,  J.  P.  Krieger,  Rein- 
hard  Keiser  and  the  young  Handel,  produced 
in  Saxony  (Dresden,  Eisenberg  and  Weis- 
senfels)  and  northern  Germany  (Hanover, 
Wolfenbuttel,  Brunswick  and  Hamburg). 

Hasse,  Johann  Adolf  (1 690-1 783).  Unique 
example  of  a  German  composer  who  gained 
wide  popularity  in  Italy.  Kapellmeister  at  the 
Dresden  court  for  most  of  his  life,  Hasse  won 
international  acclaim  for  his  bel  canto  settings 
of  Metastasio  opere  serie.  He  divided  his  time 
between  Dresden  and  Venice,  though  he 
developed  strong  connections  in  Naples, 
Vienna  and  Berlin.  Intertwined  with  his  career 
was  that  of  his  wife,  the  famous  soprano  Faust- 
ina Bordoni,  who  served  as  his  prima  donna 
while  undertaking  independent  engagements. 

The  migratory  patterns  of  Hasse's  life  were 
set  early  in  life.  After  stints  as  a  tenor  at  the 
Hamburg  Opera  (1718)  and  the  Wolfenbuttel 
court  (where  in  1721  he  took  the  title  role  in 
his  own  first  opera,  Antioco,  in  which  German 
recitatives  alternated  with  Italian  arias  and 
choruses),  Hasse  embarked  in  1722  on  a  tour 
of  Italy.  He  settled  in  Naples,  where  he 
embraced  the  Catholic  faith  and  gained  the 
patronage  of  Marquis  Vargas  Maccina.  He 
probably  had  composition  lessons  with  Nicola 
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Porpora,  then  Alessandro  Scarlatti,  and  in 
1725,  after  the  success  of  his  scrcnata  Antonio 
e  Cleopatra  -  sung  by  Farinclli  and  Vittoria 
Tcsi  before  an  audience  that  included  J.  J. 
Quantz  -  important  commissions  began 
coming  his  way.  Between  1726  and  1720  re- 
produced seven  operas  for  the  Teatro  S  Bar- 
tolomeo,  which  included  Astarto  (1726;  text 
by  Zeno,  rev.  by  Pariati),  Attalo  (1728;  text 
by  Aureli)  in  which  Carestini  sang,  and  the 
opera  buffa  La  sorella  amante  (1729),  as  well  as 
eight  buffo  intermezzi  for  the  Neapolitan  court. 
Artaserse  (his  first  setting  of  a  text  by  Meta- 
stasio)  was  commissioned  for  the  Venetian 
Carnival  and  performed  at  the  Teatro  S  Gio- 
vanni Grisostomo.  While  in  Venice,  he  met 
Faustina  Bordoni  and  was  invited  to  Dresden. 

Aware  of  the  honours  that  awaited  him 
there,  Hasse  characteristically  took  his  time  in 
taking  them  up  -  pausing  at  Parma,  Milan  and 
Naples  to  oversee  the  productions  of  three 
new  operas  and  at  Vienna  for  a  court  per- 
formance of  his  oratorio  Damello  ( 1 73 1 ).  I  .ater 
in  1 73 1,  he  married  Faustina  Bordoni  (shortly 
to  be  appointed  prima  donna  at  the  electoral 
court)  and  was  confirmed  as  Kapellmeister  (in 
preference  to  the  resident  candidates,  G.  A. 
Ristori,  J.  B.  Volumier  and  J.  D.  Zelenka)  at 
Dresden.  His  tenure  was  inaugurated  with  the 
opera  Cleofide  ( 1 73 1 ;  a  revision  of  Metastases 
Alessandro  nelP Indie)  at  the  Zwinger  palace; 
of  such  import  was  the  occasion  that  Bach, 
accompanied  by  his  son  Wilhelm  Friedemann, 
travelled  specially  to  Dresden  to  attend. 

But  after  a  matter  of  months,  the  I  lasses 
were  off  to  Italy  for  performances  of  new 
operas  at  Turin  (Catone  in  Uttcay  text  by 
Metastasio)  at  the  end  of  1731,  and  Rome 
(Cajo  Fabricioy  text  after  Zeno),  Venice  (Dem- 
etrio,  text  by  Metastasio;  and  F.uristo,  text  by 
Lalli,  in  which  Cuzzoni,  not  the  indisposed 
Bordoni,  sang)  and  Naples  {Issipile,  text  by 
Metastasio,  which  was  composed  to  celebrate 
the  birthday  of  Charles  VI)  in  1732.  The  fol- 
lowing year  was  spent  in  Venice,  Bologna  - 
where  Stroe  (text  by  Metastasio)  was  given  a 
gala  premiere  at  the  Teatro  Malvezzi  and 
Vienna.  Hasse  was  invited  to  London  as  direc- 
tor of  the  Opera  of  the  Nobility  but  declined, 
perhaps  partly  out  of  deference  to  Handel, 
whom  he  had  met  in  1729;  for  his  part,  Handel 
purloined  arias  from  Hasse's  operas  in  his 
pasticci. 

Most  of  1 734  was  spent  in  Dresden,  where 
he  supervised  revivals  of  his  Italian  operas 
and  composed  an  oratorio  (Serpentes  ignet  in 
deserto);  the  I  lasses  might  have  stayed  longer 
had  the  elector  (who  was  also  King  of  Poland) 


not  taken  the  court  to  Warsaw  at  the  end  of 
the  year.  As  they  were  not  required  to  follow, 
he  and  Faustina  headed  for  Venice  where  they 
remained  two  years.  Hasse  took  on  the  duties 
of  maestro  di  cappella  at  the  Ospedale  dcgli 
Incurabili,  for  which  he  composed  a  Salve 
regina  (1736)  while  also  producing  new  operas: 
Tito  Vespasiano  (1735,  text  by  Metastasio)  was 
performed  at  the  Teatro  Pubblico,  Pesaro  - 
Faustina  and  Carestini  taking  the  leading 
roles  and  Alessandro  nelF  Indie  (1736,  text  by 
Metastasio)  at  S  Giovanni  Grisostomo, 
Venice. 

I  lasse's  next  stay  in  Dresden  was  more  pro- 
ductive: in  1737  and  1738  he  produced  five 
operas  on  texts  by  the  Italian  court  poet  S.  B. 
Pallavicino.  W  hen,  inevitably,  the  Saxon  court 
moved  to  Warsaw  in  1738,  the  Hasses  were 
immediately  off  to  Venice.  They  returned  to 
Dresden  in  1740  and  stayed  four  years,  during 
which  time  he  composed  one  or  two  Carnival 
operas  and  a  birthday  opera  for  the  king  each 
October,  while  revising  old  ones  such  as  Dem- 
etrw,  which  was  performed  with  Pergolesi's  La 
serva  padrona  interleaved  between  the  acts. 
In  1742  Frederick  the  Great  and  his  army 
conquered  Silesia;  the  peace  treaty  was  signed 
in  Dresden,  and  there  the  king  attended  a 
performance  of  Hasse's  Lucio  Papirio  (1742, 
text  by  Zeno)  which  led  to  performances  of 
Hasse's  operas  in  Berlin  and  Potsdam.  Around 
this  time  he  composed  his  famous  oratorio  / 
Pellegrini. 

Such  was  Hasse's  growing  prestige  that  in 
1743  he  was  invited  to  compose  the  first  set- 
tings of  two  new  Metastasio  texts:  Antigono 

(1743)  for  Hubertusburg,  and  Ipermestra 

(1744)  for  a  Habsburg  wedding  in  Vienna. 
Having  previously  set  only  revised  versions  of 
Metastasio  librettos,  he  embarked  on  a  long- 
term  project  of  revising  them  in  the  light  of 
the  original  versions;  such  was  Metastasio's 
satisfaction  with  his  music  that  during  the 
1 760s  Hasse  was  to  compose  all  the  original 
opera  sena  and  festa  teatrale  settings  of  his 
texts. 

The  years  1 744  5  were  spent  in  Venice  and 
Vienna,  where  he  was  the  favourite  of  Empress 
Maria  Theresa.  When  the  Hasses  returned  to 
Dresden  in  1745  it  was  to  prepare  for  a  state 
visit  by  Frederick  the  Great.  During  the  nine- 
day  visit,  Hasse's  Te  Deum  and  his  opera 
Arminio  (on  a  text  by  G.  C.  Pasquini,  the 
new  court  poet)  were  performed;  the  Hasses 
themselves  were  required  to  present  chamber 
music  concerts.  At  the  end  of  1745  the 
Dresden  Opera  House  closed  and  though  a 
temporary  theatre  was  erected  in  the  courtyard 
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of  the  Zwinger  palace  for  Mingotri's  troupe, 
the  incentive  to  compose  operas  for  Dresden 
declined. 

In  1746  the  Hasses  left  for  Italy,  stopping 
en  route  in  Munich,  where  he  was  com- 
missioned to  compose  an  opera,  La  Spartana 
generosa  (text  by  Pasquini).  The  occasion  was 
the  double  wedding  of  Elector  Maximilian  III 
Joseph  to  the  Saxon  Princess  Maria  Anna 
and  his  sister  Maria  Antonia  to  Crown  Prince 
Friedrich  Christian  -  unions  that  would  forge 
the  strongest  of  links  between  Dresden  and 
Munich.  The  Hasses  were  deeply  offended 
by  Maria  Antonia's  choice  of  Porpora  as  her 
music  tutor  and  Regina  Mingotti  as  the  new 
prima  donna  at  Dresden.  These  indignities 
were  offset  by  Hasse's  effective  retirement  to 
the  post  of  Oberkapellmeister  when  Porpora 
was  appointed  Kapellmeister  at  Dresden  in 
1748. 

After  a  spell  in  Venice,  the  Hasses  returned 
to  Dresden  in  1749  for  the  production  of  // 
natal  di  Giove  (text  by  Metastasio,  who  wrote 
detailed  instructions  to  Hasse  on  how  to  treat 
it)  at  Hubertusburg.  But  when  the  court  went 
again  to  Warsaw,  they  took  up  an  invitation 
to  the  French  court,  where  Maria  Josepha  of 
Saxony  was  dauphtne.  During  their  stay,  Hasse 
composed  harpsichord  sonatas,  a  cantata  on  a 
French  text  and  a  Te  Deum  in  D,  and  revised 
Didone  abbandonata  (1742)  for  the  second 
time,  along  with  his  intermezzo  Pimpinella  e 
Marcantonio  for  performances  at  Versailles. 
His  arias  and  the  Te  Deum  were  subsequently 
performed  at  the  Concert  Spirituel. 

The  Hasses  were  back  in  Dresden  for  the 
start  of  the  1751-2  Carnival,  at  which  Leucippo 
(1747,  text  by  Pasquini,  twice  revised)  and 
Ciro  riconosciuto  (175 1,  text  by  Metastasio) 
were  performed  with  Faustina  and  the  castrato 
Felice  Salimbeni,  who  had  been  recently  won 
away  from  the  Berlin  court.  They  were  to  be 
Faustina's  final  operatic  roles;  she  last  sang  in 
public  in  a  performance  of  /  pellegrini  the 
following  Easter. 

During  the  1750s  the  Hasses  continued  to 
divide  their  time  between  Venice  and 
Dresden,  where  they  had  opportunities  to 
entertain  Frederick  the  Great,  whose  court 
they  in  turn  occasionally  graced  (in  1753, 
Hasse  was  presented  with  a  snuff  box  and  a 
ring  by  the  king)  despite  the  political  estrange- 
ment between  him  and  the  Saxon  elector. 
Hasse  continued  to  revise  his  old  Metastasio 
operas.  L'Olimpiade  (1756,  text  by  Metastasio) 
was  Hasse's  last  opera  for  Dresden,  and  there- 
after his  new  productions  were  given  at 
Warsaw  (where  the  Dresden  court  was  in  exile 
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during  the  Third  Silcsian  War),  Naples  and 
Vienna. 

From  1757  until  1760  the  Hasses  lived  in 
Venice  and  then  spent  two  years  in  Vienna 
before  returning  to  Dresden  in  1762  at  the  end 
of  the  war.  Their  home,  the  opera  house  and 
the  court  library  of  sacred  music  had  been 
destroyed  by  Frederick  the  Great's  army.  The 
death  of  Elector  Friedrich  August  II  further 
demoralized  the  court;  with  the  new  reign, 
musical  entertainment  was  severely  curtailed. 
The  great  flowering  of  music  at  Dresden  was 
at  an  end.  The  Hasses  were  unceremoniously 
released  from  service  without  pensions. 

They  found  a  congenial  haven  in  Vienna, 
where  he  was  commissioned  to  compose  a  festa 
teatrale,  Egeria  (text  by  Metastasio),  for  the 
coronation  of  Joseph  II  in  1764  and  Romolo 
ed  Ersilia  (text  by  Metastasio)  for  the  wedding 
of  Archduke  Leopold  to  the  Spanish  Bourbon 
princess  Maria  Luisa  in  1765.  They  met  the 
Mozarts  on  their  visit  to  Vienna  in  1769  and 
again  in  Milan  in  1771.  In  1773  they  retired 
to  Venice  where,  in  virtual  oblivion,  they  suc- 
cumbed to  bankruptcy.  Faustina  died  in  1781 
and  Hasse  little  more  than  a  year  later. 

Although  his  music  continued  to  be  per- 
formed in  Dresden  and  Berlin,  it  had  slipped 
too  far  out  of  fashion  to  be  revived  in  Italy.  J. 
A.  Hiller  -  who  composed  a  lament  in  Hasse's 
honour,  published  editions  of  his  arias  (with 
written-out  ornamentation)  and  /  pellegrini  (in 
German),  and  extolled  him  in  his  writings  - 
served  as  his  sole  advocate.  See  also  Italy  to 
Itinerant  Musicians,  Bordoni,  Faustina. 
Hebenstreit,  Pantaleon  (1667-1750).  Inven- 
tor and  chief  exponent  of  the  pantaleon;  violin- 
ist, teacher  and  composer  working  in  North 
Germany  and  Saxony.  While  serving  as  a  tutor 
to  the  children  of  a  village  pastor,  Hebenstreit 
and  the  pastor  (himself  a  skilled  craftsman) 
developed  a  dulcimer  instrument  on  which 
to  accompany  village  dances.  By  1697  their 
instrument  had  become  an  altogether  much 
grander  creation,  spanning  five  octaves, 
doubly  strung  (185  gut  and  metal  strings)  and 
measuring  nine  feet  in  length.  To  popularize 
the  invention  Hebenstreit  took  it  on  tour  to 
Berlin,  Dresden,  Leipzig  and  Weissenfels, 
where  in  1698  he  was  appointed  dancing- 
master  to  Duke  Johann  Georg.  Until  Pan- 
taleon's  visit  to  the  French  court  in  1705,  the 
instrument  had  no  name;  Louis  XIV  remedied 
this  deficiency  by  calling  it  after  its  maker- 
practitioner.  Two  decades  later,  Abbe  de 
Chateauneuf  reminisced  in  his  Dialogue  sur  la 
musique  des  anciens  ( 1 725)  about  a  performance 
he  had  heard  Hebenstreit  give  in  a  Paris  salon. 
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Imbued  with  enthusiasm  for  French  music, 
Hebenstreit  returned  to  Saxony  as  dancing- 
master  at  the  Eisenach  court;  but  when  in  1 709 
he  was  passed  over  in  favour  of  Telemann  - 
an  admirer  of  Hebenstreit's  artistry  and 
command  of  the  French  style  -  for  the  post 
of  Kapellmeister,  Hebenstreit  decided  to  tour. 
After  playing  for  the  emperor  at  Vienna  he 
was  rewarded  with  a  gold  chain  but  no  post. 
He  fared  better  at  the  Dresden  court,  where 
in  1 7 14  he  was  appointed  as  a  chamber 
musician  and  pantaleonist  (with  added  com- 
pensation to  cover  the  cost  of  strings).  From 
1729  Hebenstreit  was  charged  with  sacred 
music-making  at  the  palace,  and  officially 
appointed  court  director  of  Protestant  church 
music  five  years  later;  in  1740  he  was  elevated 
to  privy  councillor. 

Hebenstreit  took  on  pantalcon  pupils, 
including  J.  C.  Richter,  C.  S.  Binder,  Georg 
Gebel  and  Georg  Noelli  (who  performed  in 
F.ngland  in  1767).  In  171 7  Gottfried  Griine- 
wald  {\\cc-Kapellmeister  at  Darmstadt)  gave 
a  recital  on  the  pantaleon.  No  music  seems  to 
have  been  published  for  this  instrument,  and 
it  is  likely  that  Hebenstreit  and  his  disciples 
improvised  or  performed  transcriptions. 
However,  the  instrument's  popularity  ebbed 
in  the  late  1720s  with  the  development  of  the 
fortcpiano.  Hebenstreit  jealously  guarded  his 
instrument,  to  its  detriment:  when  in  1727 
Gottfried  Silbermann  (who  hitherto  had  been 
building  pantalcons  exclusively  for  Heben- 
streit and  his  pupils)  began  mass-producing 
them  in  Freiberg,  1  lebenstrcit  obtained  a  royal 
writ  against  the  firm. 
Heinichen,  Johann  David  (1683- 1729). 
Kapellmeister  at  Dresden,  keyboard  player, 
versatile  composer  and  the  author  of  an 
important  thoroughbass  treatise  ( 1 7 1 1 ;  com- 
pletely rewritten  and  much  augmented  as  Der 
General-Bass  in  der  Composition,  1728).  Hei- 
nichen was  educated  at  the  Leipzig  Tho- 
masschule,  where  he  studied  with  Johann 
Kuhnau  and  then  served  as  his  assistant,  and 
at  the  university,  where  he  read  law.  He  spent 
three  years  in  Weisscnfels,  practising  as  an 
advocate  and  composing  operas  for  Leipzig; 
but  not  until  1709  did  he  decide  to  devote 
himself  to  music,  with  the  blessing  of  Duke 
Johann  Georg  of  Weissenfels  and  his 
Kapellmeister,  J.  P.  Krieger. 

Heinichen  worked  briefly  at  Leipzig  as 
director  of  the  collegium  musicum,  and  then 
as  court  composer  at  Zeitz  and  Naumburg, 
during  which  time  he  produced  the  initial 
version  of  his  treatise.  But  he  decided  to  inves- 
tigate Italian  music  at  first  hand,  and  so  in 


1 7 10  he  departed,  making  Venice  his  base 
until  1 7 16.  While  in  Rome  in  17 12  he  tutored 
the  young  Prince  Leopold  of  Anhalt-Cothen, 
and  at  least  two  of  his  operas  -  Mario  and  Le 
passwni  per  troppo  amore  (both  17 13)  -  were 
performed  at  the  Teatro  S  Angelo,  Venice. 

In  1 717  he  was  appointed  Kapellmeister  at 
Dresden,  sharing  responsibilities  for  the  court 
music  there  and  in  Poland  (August  the  Strong 
was  both  Elector  of  Saxony  and  King  of 
Poland)  with  J.  C.  Schmidt  (the  Ober- 
kapellmetster).  In  this  capacity  he  composed  a 
quantity  of  cantatas,  serenades  and  instru- 
mental music  in  a  cosmopolitan,  galant  style, 
as  well  as  sacred  music,  but  only  one  opera 
(Flavio  Crispo,  1720)  which,  in  the  event,  was 
never  performed.  Towards  the  end  of  his  life 
he  devoted  himself  to  an  ambitious  revision  of 
his  thoroughbass  treatise. 

kind,  Caspar  (1603-39).  Thcorbist,  com- 
poser and  lifelong  servant  of  the  Dresden  I  lof- 
kapcllc,  who  was  associated  with  Hcinrich 
Schiitz  as  both  pupil  and  colleague.  He  was 
sent  to  Italy  in  1624,  where  he  was  joined  by 
Schutz;  they  travelled  back  together  in  1629. 
He  was  appointed  instrumental  inspector  in 
1632,  and  the  following  year  deputized  for 
Schutz  while  he  was  in  Denmark.  With  the 
publication  of  his  Arien  und  Cantaten  (texts 
by  Opitz),  Kittel  became  the  first  German 
composer  to  use  the  Italian  term  'cantata',  by 
which  he  meant  strophic  variations.  His  son 
Christoph  (//  1641-80)  was  appointed  Hof- 
kapelle  organist  in  1660  and  was  succeeded  in 
turn  by  his  son,  Johann  Heinrich  (1652-82). 

Klcmm,  Johann  (<i595-after  1651).  Dres- 
den court  organist  (1625),  composer  of  fugues 
(Partilura  seu  Tabulatura  italica,  1631)  and 
publisher  -  not  only  of  his  own  music,  but  of 
at  least  two  collections  by  Heinrich  Schutz 
(the  second  Symphomae  sacrae,  1647;  and  the 
Getstliche  Chormusik,  1648).  From  the  age  of 
ten,  Klemm  sang  in  the  Dresden  court  chapel. 
In  161 3  the  elector  sent  him  to  study  with 
Christian  Erbach  in  Augsburg,  where  he 
remained  for  two  years.  At  Dresden  he  took 
charge  of  the  music  education  of  the  choristers 
under  Schutz,  serving  also  as  his  amanuensis. 

Kremberg,  Jakob.  See  Northern  Europe  7 
Itinerant  Musicians. 

Krieger,  Adam  (1634  66).  Dresden  court 
organist  and  composer  of  secular  strophic 
Arien.  Krieger  studied  at  Halle  and  Leipzig 
before  succeeding  Johann  Rosenmuller  as 
organist  of  the  Nicolaikirche  in  Leipzig.  In 
1657  he  founded  a  collegium  musicum  the 
same  year  he  was  among  the  musicians 
recruited  for  the  court  of  the  new  Dresden 

199 


Copyrighted  material 


Northern  Europe  4  Saxony  and  Thuringia:  Dresden 


Elector  Johann  Georg  II.  His  songs  (contained 
in  two  collections,  one  of  which  was  published 
posthumously)  were  highly  regarded  for  their 
expressiveness,  and  some  of  them  entered  the 
chorale  repertory. 

Laurenti,  Antonio  Maria  Novelli.  See  Italy 

7  Papal  States:  Bologna-Ferrara. 
Lotti,  Antonio.  See  Italy  4  Venice. 
Mauro.  See  Italy  4  Venice. 
Mingotti.  See  Italy  10  Itinerant  Musicians. 
Pallavicino,  Carlo.  See  Italy  10  Itinerant 

Musicians. 

Pallavicino,  Stefano  Benedetto  (1672 
1742).  Italian-born  Dresden  and  Dusseldorf 
court  poet  who  was  a  leading  reformer  of  the 
opera  libretto  and  son  of  the  composer  Carlo 
Pallavicino.  After  being  educated  at  Salo,  the 
young  Pallavicino  accompanied  his  father  to 
Dresden  in  1686,  and  within  two  years  was 
appointed  court  poet.  With  the  exception  of 
the  period  1695-17 16,  when  he  was  at  Dus- 
seldorf (serving  as  private  secretary  to  the 
Elector  Palatine  as  well  as  court  poet),  Pal- 
lavicino spent  nearly  all  of  his  life  at  the 
Dresden  court.  He  was  a  prolific  writer  of 
opera,  oratorio  and  cantata  texts  for  J.  A. 
Hasse,  Antonio  Lotti,  Agostino  Steffani  and 
J.  H.  von  Wilderer,  and  published  a  much- 
respected  translation  of  Horace.  In  1744  a 
four-volume  edition  of  his  works  was  pub- 
lished posthumously. 

Peranda,  Marco  Gioseppe  (4:1625-75). 
Italian  alto  and  composer  who  succeeded 
Heinrich  Schiitz  as  Hof kapellmeister  at 
Dresden  in  1672.  From  Rome  he  was  recruited 
by  Christoph  Bernhard  for  the  new  Ilof- 
kapelle  inaugurated  in  1656  at  Dresden. 
Peranda  allied  himself  not  with  the  Italians 
(G.  A.  Bontempi  and  Bartolomeo  Albrici),  but 
with  Schiitz,  and  thus  advanced  steadily  at 
court  {wet-Kapellmeister  in  1661,  Kapellmeis- 
ter two  years  later),  and  was  able  to  exert  an 
important  influence  on  contemporary  Saxon 
and  North  German  composers.  His  music 
includes  Masses  (he  remained  a  Catholic)  and 
oratorios  (including  a  St  Mark  Passion  long 
attributed  to  Schiitz),  as  well  as  portions  of 
two  operas,  Dafne  (1671)  and  Jupiter  und  la 
(1673),  on  which  he  collaborated  with  Bon- 
tempi. 

Pezold,  Christian  (1677- 1733).  Organist  at 
the  Dresden  court  (from  1697)  ana<  Sophien- 
kirche  (1703),  teacher  and  composer  of  vir- 
tuoso keyboard  music  and  chamber  music. 
Pezold  visited  Paris  in  17 14  and  Venice  two 
years  later.  I  le  was  highly  praised  by  Johann 
Mattheson,  and  his  pupils  included  C.  H. 
Graun. 
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Pisendel,  Johann  Georg  (1687- 1755).  Saxon 
violin  virtuoso  and  composer  of  sonatas  and 
concertos  who  succeeded  J.  B.  Volumier  as 
Kapellmeister  at  Dresden  in  1728.  Pisendel 
was  trained  at  the  Ansbach  court  chapel, 
where  he  studied  with  F.  A.  M.  Pistocchi  and 
Giuseppe  Torelli.  In  1709  he  left  the  court 
orchestra  to  travel,  visiting  Weimar  (where 
he  met  Bach),  Leipzig  (to  study  with  J.  D. 
Heinichen)  and  Darmstadt,  before  joining  the 
renowned  Dresden  court  orchestra  in  1712. 
His  travels  were  furthered  by  regular  tours 
undertaken  by  the  prince-elector  to  France 
(1714),  Berlin  (1715),  Italy  (1716-17),  Vienna 
(171 8),  Berlin  (1728  and  1744)  and  Warsaw 
(1734).  In  this  way  he  gained  the  friendship 
and  respect  of  such  contemporaries  as  Vivaldi, 
Tomaso  Albinoni,  Telemann,  J.  A.  Hasse  and 
J.  J.  Quantz.  His  pupils  included  J.  G.  Graun 
and  Franz  Benda. 

Porpora,  Nicola.  See  Italy  to  Itinerant 
Musicians. 

Praetorius,  Michael.  See  Northern  Europe 

/  North  Germany. 
Price,  John.  Sec  Central  Europe  /  South 

Germany. 

Quantz,  Johann  Joachim.  See  Northern 
EUROPE  /  North  Germany:  Berlin. 

Richter,  Johann  Christoph  (1700-85). 
Dresden  court  organist,  pantaleonist  and  com- 
poser of  operas  and  instrumental  music. 
Richter  served  as  court  organist  for  50  years. 
By  electoral  command  he  learnt  the  pantaleon 
from  Hebenstreit,  after  whose  departure  in 
1734  Richter  became  the  official  court  prac- 
titioner of  that  instrument  (he  was  also 
required  to  perform  on  Hebenstreit's  por- 
celain glockenspiel).  After  1750  Richter  was 
responsible  for  the  music  performed  in  the 
Protestant  court  services,  and  in  1760  was 
appointed  Kapellmeister. 

Ristori,  Giovanni  Alberto  (1692-1753). 
Italian  composer  at  the  Dresden  court  from 
1717  until  his  death.  Ristori  was  the  son  of 
Tommaso  Ristori,  director  of  an  Italian 
comedy  troupe  which  toured  northern 
Europe.  He  gained  a  modest  reputation  as 
an  opera  composer  in  Italy  -  Orlando  furioso 
(1713,  text  by  Braccioli)  and  Euristeo  (1714) 
were  produced  in  Venice  -  before  joining  his 
wife  and  parents  on  tour  in  1715  to  Dresden. 
Two  years  later  he  was  appointed  director  of 
the  cappella  polacca  (which  counted  among  its 
dozen  members  the  young  J.  J.  Quantz  and 
Franz  Benda)  at  the  Warsaw  court. 

Because  he  did  not  hold  an  appointment 
as  an  opera  composer,  his  opportunities  to 
compose  operas  were  limited.  Nevertheless, 
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Ristori  became  the  first  in  Germany  to 
produce  an  opera  buffa,  Calandro  (text  by  S. 
B.  Pallavicino),  in  1726.  Frederick  the  Great 
attended  a  performance  during  the  1 728  Car- 
nival and  was  sufficiently  taken  with  it  to  ask 
for  a  copy  of  the  score.  But  the  appointment 
of  Hasse  as  Kapellmeister  in  1730  meant  an 
end  to  Ristori's  prospects  at  Dresden. 

He  spent  much  of  the  next  two  years  on 
tour  with  his  father's  troupe,  first  in  Russia 
during  the  winter  of  173 1-2  -  where  Calandro 
became  the  first  Italian  opera  to  be  performed 
in  Moscow  -  and  then  in  Poland.  I  le  returned 
briefly  to  Dresden  for  the  Easter  performance 
of  his  oratorio  La  deposizione  della  croce  di 
Nostro  Signore. 

Until  1744  he  remained  mainly  in  Warsaw, 
providing  sacred  and  occasional  music  when 
the  court  was  in  residence,  although  in  1737 
he  travelled  to  Naples  in  the  entourage  of 
Princess  Maria  Amalia,  who  married  the  King 
of  the  Two  Sicilies;  while  he  was  there,  several 
of  his  works  were  performed  at  the  Tcatro  S 
Carlo.  Also  in  1737,  Ristori's  pastucw  Didone 
abbandonata  (text  by  Metastasio)  was  per- 
formed in  London  at  Coven t  Garden  (there  is 
no  evidence  to  suggest  that  he  was  present  for 
the  performances).  He  spent  his  last  years  in 
Dresden  and  was  rewarded  for  his  long  years 
of  service  in  1750  with  an  appointment  as 
Hasse's  \\ce-Kapellmeister. 

Ritter,  Christian.  See  Northern  elrope  2 
Scandinavia. 

Schmidt,  Johann  Christoph  (1664- 1728). 
Kapellmeister,  organist,  teacher  and  minor 
composer  at  the  Dresden  court.  Schmidt 
began  as  a  chorister  under  Christoph 
Bernhard  in  1676,  eventually  himself  becom- 
ing master  of  the  choristers  in  1687  and  second 
organist  in  1692.  With  the  accession  of  August 
the  Strong  as  elector  in  1694,  Schmidt  was 
sent  to  Italy  to  study,  returning  two  years  later 
as  \'\ct-Kapellmeister  and  chamber  organist 
under  N.  A.  Strungk,  whom  he  succeeded  in 
1608. 

As  August  the  Strong  was  also  King  of 
Poland,  Schmidt  was  charged  with  organizing 
the  music  for  the  Catholic  services  at  Krakow 
and  Warsaw  as  well  as  for  the  Protestant  ser- 
vices at  the  Dresden  court.  During  his  tenure 
he  assembled  a  highly  acclaimed  orchestra 
which  included  P.  G.  Buffardin,  Pantaleon 
Hebenstreit,  Christian  Pezold,  J.  G.  Pisendel, 
J.  C.  Richter,  F.  M.  Veracini,  J.  B.  Volumier 
and  J.  D.  Zelenka.  From  17 17,  at  the  time  of 
his  promotion  to  Oberkapellmeister,  Schmidt 
was  assisted  by  his  eventual  successor, 
J.  D.  Heinichen.  Schmidt's  pupils  included 


C.  H.  Graun,  Melchior  Hofmann  and  C.  G. 
Schroter. 

Schutz,  Heinrich  (1585  1672).  Kapellmeister 
of  the  Dresden  court  for  nearly  half  a  century  , 
distinguished  teacher  and  composer  without 
peer  in  17th-century  Germany.  His  command 
of  both  German  and  Italian  compositional 
techniques  -  in  form,  style  and  texture  -  and 
the  extraordinary  expressive  power  of  his  text 
settings  were  much  prized  by  his  patrons,  and 
drew  such  pupils  as  Heinrich  Albert,  Chris- 
toph Bernhard,  Johann  Theile  and  Matthias 
Weckmann.  Much  of  his  music  remained  in 
manuscript  and  has  been  lost,  though,  mir- 
aculously, 500  works  survive,  almost  all  of 
them  for  the  Lutheran  church  (and  without 
recourse  to  chorales).  In  spite  of  his  post, 
Schutz  could  afford  to  have  only  a  few  of 
his  works  printed,  although  those  he  did  see 
through  the  press  were  printed  on  paper  with 
a  watermark  combining  his  family  crest  and 
personal  monogram.  Never  content  with  what 
he  had  achieved,  he  was  continually  revising 
even  his  published  works.  It  seems  entirely 
appropriate  that  in  1647  the  admiring  mem- 
bers of  the  Dresden  Hof  kapelle  called  this  vis- 
ionary figure,  who  showed  German  musicians 
the  way  forward,  'the  Orpheus  of  our  time'. 

Schutz  was  fortunate  to  come  from  a  pros- 
perous Saxon  family  who,  from  1 590,  owned 
an  inn  at  Wcisscnfels.  In  1598  his  musical 
talent  so  impressed  an  overnight  guest,  Land- 
grave Moritz  of  Hessen-Kassel  (himself  an 
amateur  composer),  that  a  year  later,  the 
young  Schutz  was  taken  to  Kassel,  made  a 
choirboy  and  sent  to  a  school  for  the  children 
of  the  Hesse  court.  He  studied  counterpoint 
with  the  court  Kapellmeister,  Georg  Otto,  and 
although  he  began  studies  in  law  at  the  Uni- 
versity of  Marburg  in  1608,  the  landgrave 
sent  him  to  Venice  the  following  year  to  con- 
tinue his  musical  training  with  Giovanni 
Gabrieli. 

Recognizing  Schiitz's  potential,  and 
wishing  to  work  with  him  further,  Gabrieli 
had  the  Margrave  of  Brandenburg  (who  was 
visiting  Venice)  intercede  with  Landgrave 
Moritz  late  in  161 0  to  secure  an  additional 
year's  scholarship.  During  his  third  year  in 
Venice,  Schutz  produced  a  collection  of 
Gabrielian  madrigals  (161 1)  which  he  dedi- 
cated to  Moritz  and  served  as  Gabrieli's 
deputy  at  S  Marco,  where  he  would  have 
remained  longer  had  not  Gabrieli  died.  He 
returned  to  Hesse  in  161 3  with  a  ring,  a  token 
of  Gabrieli's  admiration  and  affection  for  the 
young  Saxon. 

Hardly  had  Schutz  resumed  his  duties  at 
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Hesse  than  he  was  invited  by  the  Elector  of 
Saxony,  Johann  Georg  I,  to  play  for  him  at 
Dresden.  The  electoral  chapel  was,  at  that 
time,  in  a  state  of  transition:  the  Kapellmeister 
Rogier  Michael  was  eager  to  retire  and 
Michael  Praetorius,  Kapellmeister  at  Wolf- 
enbiittel,  was  serving  as  visiting  musical 
director.  The  elector  was  clearly  set  on  Schiitz 
as  his  new  Kapellmeister,  though  he  was 
mindful  of  the  esteem  in  which  he  was  held 
by  Moritz  -  and  of  the  need  to  proceed  gently 
if  he  were  to  pluck  him  from  the  bosom  of  the 
Hesse  court.  Hence,  Schiitz  stayed  only  a  few 
months,  and  then,  with  the  reluctant  assent  of 
the  landgrave,  returned  to  Dresden  to  direct 
the  chapel  music  in  161 5,  ostensibly  for  two 
years.  Once  ensconced,  Schiitz  was  charged 
with  the  formidable  task  of  organizing  and 
providing  music  for  the  gamut  of  religious  and 
political  ceremonies  -  which  in  the  first  year 
included  the  centenary  of  the  Reformation  and 
a  state  visit  by  Emperor  Matthias;  meanwhile 
the  landgrave  sought  in  vain  to  reclaim  his 
Kapellmeister  from  the  determined  elector. 
For  his  part  Schiitz  retained  a  lasting  loyalty 
to  Moritz  and  his  court,  and  over  the  next  30 
years  regularly  sent  music  and  also  trained 
musicians  for  the  chapel. 

In  addition  to  providing  the  masterful  ital- 
ianate  concerted  psalms  (in  German  trans- 
lations, which  were  published  in  1 619  as  the 
Psalmen  Davids)  for  the  centenary,  and  a  ballet 
(only  the  libretto  survives)  for  the  emperor's 
visit,  Schiitz  was  invited,  along  with  Prae- 
torius and  Scheidt,  to  assist  in  the  reor- 
ganization of  the  music  at  Magdeburg 
Cathedral  in  161 8;  the  following  year  they  met 
in  Bayreuth  where  they  were  joined  by  Johann 
Staden  for  the  inauguration  of  the  Stadtkirche 
organ,  on  which  all  four  musicians  performed. 
In  1623  he  published  the  Historia  der  ... 
Aufferstehung  . . .  jfesu  Christi  (in  which  the 
Evangelist's  part,  notated  as  plainsong,  is 
accompanied  by  four  viols,  whose  play  ers  are 
instructed  to  improvise  on  long  notes)  and  the 
Latin  Cantiones  sacrae  two  years  later  -  the 
year  in  which  his  family  life  ended  with  the 
death  of  his  wife  and  the  entrusting  of  his  two 
young  daughters  to  the  care  of  their  grand- 
mother. 

After  the  rigours  of  producing  the  first 
German  opera,  Dafne  (lost;  text  by  Opitz  after 
Rinuccini),  for  the  1627  wedding  festivities 
for  the  elector's  daughter  and  Landgrave 
Georg  II  of  Hessen-Darmstadt  at  Torgau, 
Schiitz  won  permission  to  revisit  Italy.  In 
Venice  he  met  Monteverdi  and  eagerly 
absorbed  the  recitative  style.  While  there  he 

202 


sent  quantities  of  music  and  instruments  to 
Dresden,  engaged  at  least  one  musician  (the 
violinist  Francesco  Castelli)  and  published  his 
Symphoniae  sacrae  ( 1 629),  for  three  to  six  parts 
and  continuo.  Upon  his  return  to  Dresden  he 
plunged  into  the  arrangements  and  com- 
position of  music  for  the  centenary  of  the 
Augsburg  Confession  (1630).  When,  in  1630, 
Schein  died,  Schiitz  honoured  his  Leipzig  col- 
league's last  wish  by  composing  a  memorial 
motet,  Das  ist  je  gewisslich  wahr. 

During  the  1630s  and  40s,  the  vicissitudes 
of  the  Thirty  Years  War  spelled  the  decline 
of  the  Dresden  musical  establishment,  and 
Schiitz  took  the  opportunity  to  spend  time 
at  the  temporarily  more  prosperous  Danish 
court.  Not  surprisingly,  the  elector  was  reluc- 
tant to  release  him.  The  immediate  pretext 
was  an  invitation  from  Crown  Prince  Christian 
to  take  charge  of  the  music  for  his  wedding  to 
one  of  the  elector's  daughters.  When  he  finally 
arrived  in  Copenhagen  late  in  1633  -  having 
stopped  in  Hamburg  to  collect  Matthias 
Weckmann  and  Daniel  Hammerlein  -  Schiitz 
was  immediately  appointed  Kapellmeister  to 
King  Christian  IV.  He  went  back  to  Dresden 
in  1635,  undoubtedly  with  the  intention  of 
returning  to  Copenhagen,  and  published  both 
the  Musicalische  Exequien  a  German 
Requiem  for  Prince  Heinrich  Posthumus  of 
Reuss  (in  three  sections  and  scored  for  six 
soloists  and  continuo)  -  and  the  Enter  Theil 
klemer  geist lichen  Concerten  (small-scale  sacred 
concertos,  without  instruments,  which  reflect 
the  austerity  of  the  times)  in  1636.  After  the 
publication  of  the  second  part  in  1639,  Schiitz 
was  given  permission  to  spend  18  months  as 
Kapellmeister  at  Hildesheim;  such  was  the  dis- 
array at  the  Dresden  court  and  the  debt  in 
back  wages  owed  to  him  that  Schiitz  had  little 
trouble  securing  permission  for  another  two 
years'  leave  of  absence  in  Denmark,  beginning 
in  1642. 

He  returned  to  Dresden  in  1645  via  the 
Wolfcnbiittel  court,  by  which  time  he  was  60 
years  old  and  ready  to  retire.  However,  the 
elector  insisted  on  a  compromise:  Schiitz 
would  continue  to  work  six  months  a  year 
for  the  next  ten  years,  composing  occasional 
music  and  taking  charge  of  the  music  at  major 
court  events.  He  also  published  the  second 
part  of  the  Symphoniae  sacrae  (1647),  which 
he  dedicated  to  Prince  Christian  of  Denmark, 
and  the  Geist liche  Chor-. Music  (1648),  an  out- 
standing collection  of  29  German  motets  in 
five  to  seven  parts  with  continuo,  dedicated  to 
the  Leipzig  city  council.  The  latter  followed 
his  intervention  in  the  theoretical  dispute 
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between  Paul  Siefert  and  Marco  Scacchi 
(1646),  with  whom  he  sided,  and  dem- 
onstrated his  own  command  both  of  counter- 
point and  the  modern  Italian  style.  In  1650 
he  published  his  third  and  last  collection  of 
Symphoniae  sacrae,  for  three  to  six  voices  and 
The  pre-war  standards  at  the  Dresden  court 
were  slow  to  return  after  the  Peace  of  West- 
phalia in  1648;  although  more  singers  and  in- 
strumentalists had  been  hired,  there  was  no 
money  to  pay  them.  Over  a  two-and-a-half 
year  period,  Schutz  received  no  pay;  his 
requests  to  be  released  from  service  and 
suggestions  for  a  successor  were  ignored.  In 
an  attempt  to  mollify  him,  Elector  Johann 
Georg  I  appointed  G.  A.  Bontempi  to  share 
the  duties  of  the  Kapellmeister  (Schutz  and 
Bontempi  each  took  half  the  Kapelle  and 
responsibility  for  the  performances  in  alter- 
nate weeks).  Schutz  was  outraged  and  pressed 
his  case  for  retirement  more  strongly  but  had 
still  made  no  progress  when  the  elector  died 
in  1656. 

Under  the  new  elector  Schutz  was  made 
Ober-Kapellmeister  and  the  day-to-day  run- 
ning of  the  Kapelle  was  left  to  Bontempi  and 
Vinccnzo  Albrici.  Schutz  spent  less  and  less 
time  in  Dresden,  returning  there  on  business 
and  for  special  court  events.  During  the 
1 660s  he  planned  and  oversaw  the  formation 
of  a  new  Kapelle  for  the  elector's  brother,  the 
Duke  of  Saxe-Zeitz,  and  composed  some  of  his 
most  powerful  music:  the  Christmas  Historia 
(1660;  only  the  Evangelist's  part  was 
published,  in  1664),  Die  sieben  ll'ortte  [The 
Seven  Last  Words  ...of  Jesus  Christ]  (n.d.) 
and  the  first  versions  of  his  unaccompanied  St 
John  (1665),  St  Matthew  and  St  Luke  Passions 
(both  1666).  In  1664  he  prepared  a  catalogue 
of  his  works  which  he  entrusted  to  Duke 
August  of  Brunswick-Luneburg. 

As  Germany's  economy  began  to  recover 
from  the  Thirty  Years  War,  salaries  improved 
(Schiitz's  pension  eventually  amounted  to 
twice  his  previous  full-time  salary);  at  the  age 
of  84,  he  was  belatedly  honoured  by  the  elector 
with  the  gift  of  a  gold  cup.  Hard  of  hearing 
and  increasingly  frail,  Schiitz  commissioned 
his  own  eulogy  in  a  strict  five-voice  setting  of 
Psalm  cxix.54  -  a  text  that  he  used  for  his  own 
last  work,  for  eight  voices  and  instruments  - 
from  his  pupil  Christoph  Bernhard.  Death 
followed  an  attack  of  apoplexy  ,  and  he  was 
buried  with  much  ceremony  in  the  portico  of 
the  Frauenkirche. 

Senesino.  See  Italy  10  Itinerant  Musicians. 

Strungk,  Nicolaus  Adam.  See  NORTHERN 
EUROPE  7  Itinerant  Musicians. 


Tesi,  Vittoria.  See  Italy  10  Itinerant 
Musicians. 

Tosi,  Pier  Francesco.  See  Italy  10  Itinerant 

Musicians. 

Vcracini,  Francesco  Maria.  See  Italy  6 

Tuscany. 

Volumier     [Woulmyer],    Jean  Baptistc 

(<i  670-1 728).  Excellent  Flemish  violinist  and 
composer  who  trained  in  Paris  and  made  his 
career  in  Berlin  and  Dresden  where  he  intro- 
duced the  French  style.  At  Berlin  he  served 
in  the  Elector  of  Brandenburg's  chapel  as 
Konzertmeister,  in  charge  of  ballet  music. 
When  he  was  dismissed,  in  1708,  he  took  up 
the  same  post  at  the  Dresden  court  where 
under  his  influence  a  lively  school  of  violin 
playing  developed;  F.  W.  Marpurg  particularly 
praised  Volumier's  orchestra.  He  was  a  friend 
of  Bach  and  in  1717  planned  the  ill-fated  com- 
petition at  Dresden  between  Bach  and  Louis 
Marchand. 

Walther,  Johann  Jakob  (^1650  1 7 17).  Vir- 
tuoso violinist  and  composer  who  served  at 
the  electoral  courts  of  Dresden  (as  'primo  viol- 
inista  da  camera'  from  1 674)  and  Mainz  (as  a 
clerk  and  'Italian  secretary'  from  1681).  Wal- 
ther's  only  peer  was  II.  I.  F.  von  Biber  in 
Salzburg:  both  were  renowned  for  their  tech- 
nical bravura,  which  relied  upon  bariolage, 
multiple  stops  and  dramatically  wide  tessitura. 
Although  Walther  eschewed  the  practice  of 
scordatura  (retuning  the  violin),  he  chose  to 
follow  Biagio  Marini  and  Carlo  Farina  by- 
indulging  in  imitations  of  birds  and  musical 
instruments.  He  published  two  collections  of 
programmatic  violin  music,  Scherzt  da  violtno 
solo  (1676)  and  Hortulus  chelicus  (1688). 

Weckmann,  Matthias.  See  Northern 
Europe  /  North  Germany:  Hamburg. 

Weiss,  SilvillS  Leopold.  See  Northern 
EUROPE  7  Itinerant  Musicians. 

Zelenka,  Jan  Dismas  (1679- 1745).  Boh- 
emian double  bass  player  and  composer  of 
undoubted  originality  who  worked  all  his  life 
at  the  Dresden  court  in  the  shadow  of  J.  A. 
I  Iasse.  Though  considered  a  church  composer 
during  his  lifetime,  Zelenka  is  known  today 
by  his  instrumental  music.  A  devout  Catholic, 
he  studied  at  the  Clementinum  in  Prague  and 
played  in  the  orchestra  of  Count  Hartig,  who 
in  1 7 10  recommended  him  for  the  post  at 
Dresden,  where  he  remained  for  the  rest  of 
his  life.  His  tenure  at  Dresden  was  interrupted 
by  studies  with  J.  J.  Fux  in  Vienna  and 
Antonio  Lotti  in  Venice  in  171 5;  upon  his 
return  to  Vienna  in  17 17,  he  reputedly  taught 
Quantz.  In  1723  Zelenka  travelled  to  Prague 
with  a  contingent  of  Dresden  musicians  for 
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the  coronation  of  Charles  VI,  at  which  his 
Melodrama  de  Sancto  Wenceslao  was  perfor- 
med. He  was  appointed  vice-Kapellmeister  in 
1 72 1  but  was  forced  to  concede  the 
Kapellmeister  post  to  Hasse  in  17^1 . 

Zelenka  produced  three  oratorios,  at  least 
20  Masses,  three  dozen  cantatas  and  18  a 
cappella  motets  as  well  as  psalms.  Offertories, 
Vespers,  antiphons  and  arias;  most  of  his 
church  music  was  lost  in  1945,  when  the 
unique  manuscripts  in  which  it  survived  were 
destroyed.  His  instrumental  works  -  six  vir- 
tuoso trio  sonatas  for  two  oboes,  bassoon  and 
continuo  (17 15-16)  and  nine  orchestral  con- 
certos (1733)  fashionably  inscribed  with 
chronograms  -  fared  better  because  they  had 
been  published  during  his  lifetime  and  sur- 
vived in  multiple  copies. 

Zelenka's  music  is  idiosyncratic  and  in  its 
way  quite  powerful,  much  as  Gcsualdo's  was 
in  his  day.  Zelenka's  counterpoint  studies  with 
Fux  bore  exotic  fruits:  his  harmony  is  coloured 
by  third-relationships,  modal  interchange, 
chains  of  suspensions,  qth  chords  and  un- 
settling (if  deeply  expressive)  accidentals. 
Both  Bach  and  Telemann  are  known  to  have 
admired  his  music. 
Ziani,  Pietro  Andrea.  See  Italy  4  Venice. 


Leipzig 

Bach,  Carl  Philipp  Emanuel.  See  North- 
ern EUROPE  /  North  Germany:  Berlin. 

Bach,  Johann  Sebastian  (1685- 1750). 
Supreme  genius  of  the  late  Baroque  era,  who, 
like  Handel,  composed  masterpieces  in  vir- 
tually all  the  musical  genres  of  the  day.  Unlike 
Handel,  Bach  spent  his  entire  working  life  in 
Saxony  and  Thuringia,  composing  primarily 
for  the  Lutheran  liturgy  and  publishing  rela- 
tively little.  Such  international  reputation  as 
he  did  enjoy  was  based  upon  his  formidable 
skill  as  a  performer  and  composer  of  keyboard 
music.  Bach  behaved,  by  all  accounts,  with 
great  modesty  in  the  company  of  his  peers  and 
yet,  because  of  his  clear  sense  of  destiny,  had 
little  patience  with  some  of  his  intransigent 
employers,  whose  appraisal  was  limited  to  a 
consideration  of  his  usefulness  to  them.  Each 
of  the  five  principal  posts  he  held  at 
Arnstadt,  Miihlhausen,  Weimar,  Cdthen  and 
Leipzig  -  enabled  him  to  exercise  different 
sides  of  his  creative  powers  which,  never- 
theless, evolved  irrespective  of  the  demands 
placed  upon  him  from  outside,  for  his  was  a 
creative  odyssey  bounded  only  by  time.  Pos- 
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sessed  of  great  technical  skill  and  originality, 
he  composed  prodigiously  throughout  his  life, 
with  astonishing  command  of  detail  and 
overall  conception. 

Born  into  a  tradition  of  professional  music- 
making,  Johann  Sebastian  Bach  was  the  last 
child  of  the  Eisenach  Stadtpfeifer  Johann 
Ambrosius  Bach  and  Maria  Elisabeth  Lam- 
merhirt.  His  early  education  at  Eisenach  (with 
the  Kantor,  A.  C.  Dedekind,  at  the  Georg- 
enkirche)  was  interrupted  by  the  deaths  of 
his  parents  in  1694  and  1695.  He  and  his 
brother  Jacob  found  a  home  with  their  elder 
brother  Johann  Christoph,  organist  at 
Ohrdruf,  who  also  instructed  them  in  music 
and  organ  building.  While  attending  the 
Lyceum  at  Ohrdruf,  Johann  Sebastian  spent 
his  free  time  copying  the  music  of  Froberger, 
Pachelbel  and  J.  K.  Kerll. 

When  he  was  15,  Bach  was  sent  to  the 
Michaelisschule  at  Luneburg  where  he  sang 
in  the  Mettenchor  until  his  voice  broke.  His 
studies  included  genealogy  and  heraldry  -  in 
addition  to  history,  mathematics,  science, 
poetry  and  Luthcranism,  and  he  must  have 
spent  countless  hours  playing  and  copying 
scores  from  the  excellent  music  library  there. 
He  was  befriended  by  Georg  Bohm,  the 
Johanniskirche  organist,  and  J.  A.  Reincken, 
organist  at  the  Catharinenkirche  in  nearby 
Hamburg.  He  also  had  many  opportunities  to 
hear  the  French  orchestra  of  the  Celle  court, 
through  the  agencies  of  Thomas  de  La  Sellc 
(who  was  the  dancing-master  at  the  Ritter- 
academie  in  Luneburg  and  a  member  of  the 
Celle  orchestra). 

Precociously,  at  the  age  of  17,  he  applied 
for  the  organist's  post  at  the  Jakobikirche  in 
Sangcrhausen,  won  it,  and  would  have  taken 
it  up  had  not  the  Duke  of  Weissenfels  exer- 
cised his  right  to  appoint  an  older  candidate. 
After  several  months  as  a  violinist  and  lackey 
in  the  service  of  Duke  Johann  Ernst  at 
Weimar,  Johann  Sebastian  went  to  Arnstadt 
in  1703  to  examine  a  newly  installed  organ  at 
the  Neukirche;  his  playing  so  impressed  the 
church  fathers  that,  in  spite  of  having  prom- 
ised the  organ  post  to  Andreas  Bdrner,  they 
appointed  Bach  in  his  stead.  Too  young  and 
intolerant  to  be  an  effective  teacher,  Bach  soon 
clashed  with  the  authorities  over  the  scope  of 
his  job.  Although  his  playing  duties  were  not 
heavy,  he  antagonized  his  congregation  with 
needlessly  complicated  hymn  accompani- 
ments and  bold  embellishments  at  final  fer- 
matas;  he  balked  at  working  with  the  choristers 
and  audaciously  demanded  that  a  Kapellmeis- 
ter be  appointed  to  train  them.  His  relations 
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with  his  employers  further  deteriorated  after 
his  absence  for  an  extended  period  in  1705 
to  visit  Buxtehude  at  Liibeck  (a  journey  he 
undertook  on  foot). 

A  vacancy  in  Muhlhausen  at  the  Bla- 
siuskirche  provided  the  desired  opportunity 
to  leave  Arnstadt,  he  resigned  his  post  and 
took  up  the  new  one  in  1707;  money  inherited 
from  his  great-uncle  enabled  him  to  marry  his 
cousin,  Maria  Barbara  Bach  (b  1684).  He  had 
only  just  settled  into  his  job  -  composing 
organ  music  and  conservatively  styled 
cantatas,  which  included  Aus  der  Tiefen  rufe 
ich,  Herr,  zu  dir  (BWV131)  and  Gottes  Zeit  ist 
die  allerbeste  Zeit  (bwvioo,  a  funeral  cantata 
known  as  the  Actus  trugicus),  and  planning  the 
renovation  of  the  organ  -  when  the  Duke  of 
Weimar  offered  him  the  post  of  Ho/organist, 
together  with  that  of  Kammermusicus,  for 
which  he  was  expected  to  play  violin  and  viola 
in  the  court  orchestra.  He  was  released  from 
his  contract  at  Muhlhausen,  on  condition  that 
he  continue  to  supervise  the  renovation.  In 
fact,  many  in  the  congregation  were  relieved 
to  see  him  go,  having  found  it  difficult  to 
adjust  to  his  music  and  feeling  uneasy  at  his 
early  demand  for  a  larger  salary  which  had 
accompanied  the  news  of  an  expected  addition 
to  his  family. 

Bach's  return  to  Weimar  marked  the  begin- 
ning of  a  particularly  productive  and  fulfilling 
period  in  his  life.  Me  composed  most  of  his 
organ  music,  including  the  preludes  and 
fugues,  toccatas  and  fugues  (notably  the  C 
major,  BWV564),  arrangements  of  some  of 
Vivaldi's  concertos  (which  in  turn  exerted  a 
powerful  influence  on  Bach's  own  music),  the 
Orgel-Buchlein  (ci 71 3-16),  chorale  settings 
and  other  organ  works  (pre-eminently  the 
Passacaglia  in  C  minor,  BWV582).  He  also 
produced  harpsichord  music,  which  reveals 
his  assimilation  of  the  Italian  and  French 
styles,  and  enough  sacred  chamber  cantatas  - 
such  as  Christ  lag  in  Todeshanden  (BWV4)  and 
the  settings  of  Salomo  Franck  texts,  Komm, 
du  susse  Todesstunde  (BW  V161)  and  Der  Himmel 
lacht!  (BWV31)  -  to  establish  a  characteristic 
personal  style  that  would  prevail  in  his  larger- 
scale  Leipzig  cantatas. 

Besides  music  for  the  Weimar  court,  Bach 
undertook  commissions  such  as  one  for  a  pan- 
egyric hunting  cantata  -  Was  mtr  hehagt 
(BWV208)  -  to  celebrate  the  birthday  of  Duke 
Christian  of  Weissenfels  in  1713.  A  fair  copy 
of  the  Brandenburg  Concertos  was  presented  in 
1 72 1  to  the  Margrave  of  Brandenburg  (who 
neither  acknowledged  the  gift,  nor  bothered 
to  have  them  performed).  In  these,  Bach 


pursued  a  series  of  important  experiments 
with  mixed  solo  and  concerto  grosso  formats, 
innovative  combinations  of  instruments,  and 
the  first  use  of  transverse  flute  and  harpsichord 
as  concertino  soloists.  He  must  also  have  com- 
posed instrumental  chamber  music,  though 
none  survives.  During  this  time,  Bach 
accumulated  a  large  number  of  students  and 
fathered  six  children,  among  them  Wilhelm 
Friedcmann  (17 10)  and  Carl  Philipp  Emanuel 
(1714).  His  closest  colleagues  included  Tel- 
emann  (nearby  at  Eisenach  until  171 2)  and 
J.  G.  Walther  (organist  of  the  Weimar  Stadt- 
kirche  and  his  cousin). 

From  the  beginning,  Bach  took  a  keen  inter- 
est in  new  and  recently  renovated  organs.  As 
his  reputation  grew,  he  was  increasingly  sum- 
moned to  examine  them,  whereupon  he  would 
often  be  invited  to  apply  for  the  organist's 
post.  While  in  Halle  to  purchase  music  in 
171 3,  he  played  the  Liebfrauenkirche  organ, 
which  was  undergoing  enlargement.  He  so 
impressed  the  authorities  that  he  was  offered 
the  post  on  the  spot,  which  had  been  vacant 
since  the  death  of  Handel's  teacher,  F.  W. 
Zachow,  in  1712.  This  offer  (which  he  prob- 
ably never  seriously  intended  to  take  up)  in 
turn  facilitated  his  promotion  to  Kon- 
zertmeister  (1714)  at  Weimar.  Whatever  tem- 
porary offence  Bach  may  have  given  to  the 
Liebfrauenkirche  authorities,  it  had  been 
overcome  by  1716  when  he  was  invited,  along 
with  Johann  Kuhnau  and  C.  F.  Rolle,  to 
examine  the  organ  (which  entailed  meeting 
the  builders,  writing  a  report,  performing  on 
the  instrument  and  attending  a  banquet). 
While  Bach's  fame  as  an  organist,  particularly 
as  an  improviser,  was  confirmed  by  Mattheson 
in  Das  beschiitzte  Orchestre  (1717),  he  was 
accumulating  drafts  of  harpsichord  music  - 
and  even  polished  examples,  such  as  the 
English  Suites  (BWv8o6-ii)  -  which  further 
enhanced  his  reputation  as  a  formidable 
exponent  of  keyboard  playing. 

Late  in  1716  Bach  learnt  -  perhaps  from 
Tclemann  himself  (who  had  served  as  Carl 
Philipp  Emanuel's  godfather  in  1714)  -  that 
the  Duke  of  Weimar  was  negotiating  to  hire 
Tclemann  as  his  Kapellmeister,  a  post  Bach 
must  have  coveted.  His  pride  and  ambition 
evidently  stirred,  Bach  quietly  began  seeking 
an  appointment  as  Kapellmeister  elsewhere. 
He  did  not  have  far  to  look:  an  alliance  by 
marriage  between  the  Weimar  and  Cothcn 
courts  in  17 16  would  seem  to  have  paved  the 
way  for  Bach's  move  to  Cothen  the  following 
year,  but  it  was  deliberately  delayed  for  a  time 
by  Duke  Wilhelm  Ernst,  who  was  much  dis- 
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gruntled  by  the  apparent  opportunism  of  his 
new  relation,  Prince  Leopold  of  Anhalt-Cothen. 

The  duke  prevaricated:  Bach  was  allowed 
to  visit  Dresden,  where  he  was  invited  to  take 
part,  with  the  French  organist  Louis  Mar- 
chand,  in  a  contest  of  extemporization  (Mar- 
chand  fled,  apparently  in  terror  of  being  shown 
up)  and  to  take  part  in  the  Weimar  celebrations 
in  1 7 17  of  the  bicentenary  of  the  Reformation. 
Then,  in  a  fit  of  pique,  sparked  off  by  Bach's 
incessant  demands  to  be  released  from  service, 
the  duke  imprisoned  him  for  almost  a  month 
before  finally  dismissing  him  just  before  the 
new  year.  Instead  of  earning  honours  and 
emoluments,  Bach  and  his  family  departed  in 
virtual  disgrace. 

At  least  in  Prince  Leopold,  Bach  had  finally 
gained  an  understanding  patron,  musically  lit- 
erate and  intent  upon  possessing  a  Kapellc  of 
renowned  excellence.  Bach  was  paid  twice  as 
much  as  his  predecessor  (A.  R.  Strieker),  sent 
to  Berlin  (17 19)  to  order  a  new  harpsichord, 
and  included  in  the  prince's  entourage  on  his 
holidays  at  Karlsbad  -  though  it  was  while  he 
was  there  in  1720  that  Bach's  wife  died. 
During  a  visit  to  Hamburg  shortly  afterwards, 
Bach  conducted  his  cantata  left  hatte  viel 
Bekiimmernts  (BWV21),  met  the  aged  J.  A. 
Reincken,  and  declined  the  organist's  post  at 
the  Jacobikirche. 

Bach  married  again  late  in  172 1:  Anna  Mag- 
dalena  Wilcke,  16  years  his  junior,  was  one  of 
the  court  singers  and  a  chamber  musician.  But 
a  week  later,  Prince  Leopold  also  married; 
his  wife  (a  cousin),  the  Princess  of  Anhalt- 
Bernburg,  was  not  a  music-lover  and  resented 
her  husband's  preoccupation.  The  rapport 
between  the  prince  and  his  Kapellmeister  was 
inevitably  affected  -  a  state  of  affairs  that  con- 
tributed to  his  determination  to  apply  for  the 
dual  post  in  Leipzig  of  Kantor  of  the  Tho- 
masschule  and  civic  director  musicus  when  it 
became  vacant  (on  the  death  of  Johann 
Kuhnau)  in  1722. 

During  his  short,  six-year  tenure  at  Cothen, 
Bach  composed  and  polished  many  of  his 
most  enduring  monuments  of  instrumental 
music:  pre-eminent  among  them,  the  Clavier- 
Biichlein  (1720),  which  he  dedicated  to  his  son 
Friedemann,  the  six  French  Suites  (BWV812 
17),  the  monumental  Wohltemperirtes  Clavier 
(Well-Tempered  Clavier,  1722),  containing  24 
preludes  and  fugues  in  all  keys,  the  two-  and 
three-part  Inventions  (BWV772-801);  the 
solo  violin  suites  and  partitas  (bwv  iooi-6); 
and  the  solo  cello  suites  (bwv  1007- 12).  Other 
works,  such  as  the  harpsichord  and  viola  da 
gamba  sonatas  (bwv  1027-9)  and  the  harp- 
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sichord  concertos  (bwv  1052-6,  1058),  were 
begun  at  Cothen  and  completed  in  Leipzig. 

While  each  of  the  solo  works,  for  violin, 
cello  and  harpsichord,  is  acknowledged  as  a 
sublime  essay  in  its  genre,  the  sets  as  a  whole 
demonstrate  the  scientific  character  of  his 
genius,  which  enabled  him  systematically  to 
explore  all  the  ramifications  of  the  musical 
elements  within  an  idiom,  and  to  superimpose 
and  synthesize  them  as  no  one  had  done  before 
or  since.  Even  when  he  parodied  or  tran- 
scribed someone  else's  music  he  was  able  to 
create  a  truly  new  work.  Because  of  irres- 
ponsible stewardship  of  many  of  the  auto- 
graphs after  Bach's  death  (some  of  which  were 
inevitably  unique  sources),  much  of  his 
chamber  music  is  lost,  though  some  works 
have  survived  in  copies  and  others  have  been 
tentatively  reconstructed  from  later  harp- 
sichord concerto  arrangements. 

Six  musicians,  among  them  Telemann  and 
Christoph  Graupner,  applied  for  the  Leipzig 
appointment.  Telemann  -  who  as  a  student  at 
Leipzig  University  had  founded  the  collegium 
musicum  and  served  both  as  organist  of  the 
Neukirche  and  as  an  unconventional  director 
of  the  Leipzig  Opera  -  was  the  obvious  choice; 
but  his  employers,  the  Hamburg  city  council, 
refused  to  release  him  from  his  contract.  Simi- 
larly, Graupner  -  who  had  been  a  pupil  at  the 
Thomasschule  -  was  offered  the  posts;  he  too 
was  forced  to  decline,  lacking  the  necessary 
permission  from  his  employer,  the  Landgrave 
of  Hcssen-Darmstadt,  to  leave  his  post  as 
court  Kapellmeister.  One  can  only  speculate 
on  Bach's  feelings  as  he  accepted  the  posts, 
but  as  the  young  wife  of  the  Cothen  prince 
had  in  the  meantime  died,  the  pressure  to 
leave  would  no  longer  have  been  a  factor  in 
his  decision.  As  a  mark  of  affection  and 
respect,  Bach  was  allowed  to  retain  his  title 
until  the  death  of  the  prince  in  1728  and  he 
and  his  wife  returned  to  Cothen  on  several 
occasions  to  perform.  It  would  appear  that,  in 
the  interval  of  almost  a  year  during  which  the 
negotiations  took  place,  Bach  had  shifted  his 
sights  and  was  eagerly  looking  forward  to  the 
challenges  of  working  in  a  large  and  important 
city. 

The  Bach  family  moved  to  Leipzig  in  the 
spring  of  1723  and  within  a  week  his  first 
cantata  for  Leipzig  (BWV75)  was  performed  at 
the  Nicolaikirche  (the  town  church),  where 
many  of  his  finest  choral  works  -  including 
half  his  cantatas,  the  St  John  Passion  (1724, 
his  first  large-scale  work  for  Leipzig)  and  the 
Christmas  Oratorio  (1734-5)  _  would  later  be 
heard.  Having  secured  a  deputy  to  assume 
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his  obligations  to  teach  non-musical  subjects 
(specifically  Latin)  at  the  Thomasschule,  Bach 
divided  his  time  between  teaching  daily 
lessons  in  practical  musicianship,  composing 
vocal  music  (cantatas  in  particular)  and 
administering  church  music  throughout 
Leipzig.  The  school  provided  him  with 
upwards  of  60  boys  (including  his  own  sons)  to 
disperse  between  the  four  principal  churches, 
though  Bach  himself  directed  only  choral 
music  (usually  his  own  cantatas)  at  the  Nic- 
olaikirchc  or  the  Thomaskirche  (on  alternate 
Sundays),  calling  upon  instrumentalists  from 
the  university  collegium  musicum  when 
necessary.  As  director  mustces  he  composed 
and  arranged  performances  of  music  for  civic 
occasions. 

Considered  the  greatest  German  keyboard 
improviser  of  his  day,  Bach  continued  to  the 
end  of  his  life  to  maintain  his  profile  as  an 
organist  by  travelling,  largely  within  Saxony, 
to  advise  and  inaugurate  new  organs  such  as 
the  ones  at  Stormthal  (nr  Leipzig)  in  1723, 
Gera  in  1724,  Dresden  in  1725  and  1736, 
Kassel  in  1732  (when  he  is  thought  to  have 
performed  the  virtuoso  Toccata  and  Fugue  in 
D  minor  (BWV538)  and  Naumburg  in  1746 
opportunities  that  enabled  him  to  perform 
with  local  musicians  and  to  popularize  his 
music  (particularly  the  cantatas)  more  widely. 
I  le  also  gave  organ  recitals  at  the  Altenburg 
Schlosskirche  in  1739  and  at  Potsdam  before 
Frederick  the  Great  in  1747.  F.xperience  had 
taught  him  never  to  assume  that  his  present 
situation  was  secure  or  necessarily  ideal,  and 
indeed,  his  relationships  with  colleagues  and 
the  Leipzig  council  were  often  strained. 

At  several  points,  Bach  seems  to  have  con- 
templated leaving  Leipzig.  He  visited  and  pro- 
vided occasional  music  for  the  court  of  Duke 
Christian  of  Saxe-Weissenfels  (as  he  con- 
tinued to  do  for  Prince  Leopold  at  Cothcn); 
in  1729,  only  months  after  his  honorific 
appointment  at  Cothen  had  expired,  he 
acquired  a  similar  post  at  the  Weissenfels  court 
(which  he  retained  until  1736).  In  1730  he 
wrote  to  an  old  school  friend,  Georg  Krdmann, 
(who  was  working  in  Danzig  as  a  diplomatic 
representative  and  legal  adviser  to  the  Russian 
court),  pouring  out  his  dissatisfaction  with  his 
present  circumstances  and  making  clear  his 
readiness  to  consider  new  alternatives,  though 
nothing  appears  to  have  come  of  it. 

He  undoubtedly  harboured  an  expec- 
tation -  which  came  to  a  head  with  the  death 
of  Elector  Fricdrich  August  I  in  1733  -  of 
gaining  a  post  at  Dresden,  where  he  would 
have  found  scope  to  develop  himself  as  a  com- 


poser of  dramatic  music.  To  demonstrate  his 
facility  in  Catholic  genres  (and  thus  his  fitness 
for  a  court  appointment),  Bach  presented  the 
Kyrie  and  Gloria  of  the  then  incomplete  B 
minor  Mass  (BWV232)  to  the  new  Elector 
Friedrich  August  II  in  1733,  and  it  was  surely 
no  coincidence  that  the  Leipzig  collegium 
musicum  presented  a  series  of  secular  cantatas 
to  celebrate  the  elector's  name  day  that  year. 

Bach  had  embarked  upon  his  work  in 
Leipzig  with  vigour  and  determination, 
setting  the  standards  for  singers  and  instru- 
mentalists alike  in  the  cantatas  that  make  up 
the  first  of  the  annual  cycles  he  wrote  there 
(1723-4).  But  within  a  few  months,  he  found 
himself  at  odds  with  Johann  Gottlieb  Gorner, 
organist  at  the  Nicolaikirche  (who  had  earlier 
served  at  the  university  Paulincrkirche)  and 
director  of  J.  F.  Fasch's  old  collegium 
musicum  at  Leipzig  University.  In  the  interim 
between  Kuhnau's  death  and  his  replacement 
by  Bach,  Gorner  had  usurped  the  prerogative 
of  the  director  musices  to  conduct  the  Sunday 
and  feast  day  services  as  well  as  those  for 
special  feast  days  and  academic  ceremonies  at 
the  Paulinerkirche,  but  even  petitions  to  the 
Elector  of  Saxony  failed  to  reverse  the 
situation.  For  Bach  it  meant  a  reduction  in  his 
expected  income  at  a  time  when  his  family  was 
growing  annually  by  one  child  (his  20th  and 
last  was  born  in  1742).  So  when  it  came  to 
the  1727  memorial  service  for  the  Electress 
Christiane  Eberhardine  at  the  Paulinerkirche, 
Bach  did  not  hesitate  to  exercise  his  right  to 
organize  the  music,  which  included  his  setting 
of  a  cantata  text  -  the  Trauer  Ode  (BWV198) 
by  the  Leipzig  University  professor  of  poetry, 
Johann  Christoph  Gottsched. 

By  1727  Bach  had  assembled  at  least  three 
cycles  of  sacred  cantatas,  at  the  rate  of  at 
least  one  cantata  per  week  since  his  arrival  in 
Leipzig.  The  principal  Sunday  service  began 
at  7  a.m.  and  a  cantata,  with  a  text  relevant  to 
a  designated  New  Testament  reading,  was 
performed  before  the  sermon  began  at  8  a.m.; 
the  cantata  therefore  was  required  to  last  about 
20  minutes.  In  contrast  to  his  earlier  chamber 
cantatas  for  Weimar,  the  Leipzig  cycles  of 
which  Bach's  obituary  states  there  were  five  - 
were  conceived  for  up  to  12  singers  and 
18  instrumentalists.  The  first  cycle  was 
assembled  under  great  pressure,  which  meant 
that  he  occasionally  resorted  to  borrowing 
from  earlier  works.  Simultaneously,  he  pro- 
duced the  Magnificat  in  E  flat  (later  revised  in 
D)  for  the  Christmas  1723  Vespers  serv  ice,  the 
first  of  his  Passions,  the  St  John,  for  the  1724 
Good  Friday  service  at  the  Nicolaikirche,  and, 
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for  the  following  Christmas,  a  Sanctus  that 
was  later  to  have  a  place  in  the  B  minor  Mass. 

By  the  time  he  embarked  on  the  second 
cycle  of  cantatas,  in  mid  1724,  he  had  got  into 
his  stride.  The  St  John  Passion  contained  all 
the  components  of  a  cantata  -  dramatic  reci- 
tatives, arias  with  instrumental  obbligatos 
conveying  deeply  personal  responses  to  the 
events  of  the  story,  devotional  chorales  and 
massive  chorale  fantasias  for  voices  and  instru- 
ments, plus  the  narration  of  the  Gospel  text 
by  an  'Evangelist'  -  but  on  a  profound  and 
grand  scale  hitherto  unknown  in  Protestant 
Germany.  The  St  Matthew  Passion,  first  given 
on  Good  Friday  1727  or  1729  at  the  Thomas- 
kirche  and  revived  in  1736,  was  to  exceed  ev  en 
St  John  in  its  proportions  and  dramatic  force. 
Among  the  many  cantatas  produced  during 
the  next  year  were  Jesu,  der  du  meine  Seek 
(BWV78),  in  which  the  opening  movement  is, 
characteristically,  at  once  a  chorale  fantasy 
and  a  passacaglia;  the  well-known  setting  of 
Franck's  Ein  feste  Burg  (bwv8o),  which  incor- 
porates Martin  Luther's  hymn;  and  perhaps 
his  most  beautiful  cantata  of  all  Wie  schon 
leuchtet  der  Morgenstern  (BWVi),  which  con- 
cluded the  cycle  on  the  Feast  of  the  Annun- 
ciation. The  Easter  Oratorio  (BWY249)  was 
performed  on  1  April  1725. 

In  the  second  cycle  Bach  settled  on  the 
format  most  commonly  associated  with  the 
sacred  cantata:  a  symmetrical  series  of  reci- 
tatives and  arias  (some  with  obbligato  instru- 
ments), framed  by  chorale  movements 
(usually  a  large,  orchestrated  chorale  fantasy 
at  the  beginning  and  a  simple  four-part  setting 
at  the  end).  He  drew  his  texts  from  a  number 
of  librettists,  among  them  the  Leipzig  poetess 
Marianne  von  Ziegler.  Rather  than  beginning 
a  third  cycle  immediately.  Bach  decided  to 
wait  until  Christmas,  making  do  with  other 
composers'  cantatas  (including  those  of  his 
distant  cousin,  Johann  Ludwig  Bach)  in 
addition  to  revivals  and  parodies  of  his  own 
works  in  the  interim. 

The  third  cycle  begins  with  Unset  Mund  sei 
toll  Lac  hens  (bwviio)  which,  graced  with  a 
French  overture  employing  trumpets  and 
drums,  adapted  from  the  fourth  of  the  orches- 
tral suites,  was  performed  on  Christmas  Day 
1725.  Bach  made  use  of  orchestral  movements 
composed  at  Weimar  or  Cothen  in  other  can- 
tatas; eager  to  make  the  most  of  his  oppor- 
tunities to  play  outside  Leipzig,  he 
incorporated  virtuoso  organ  parts  in  some  of 
the  cantatas.  Instruments  play  a  programmatic 
role  in  Ich  will  den  Kreuzstah  gerne  tragen 
(BWV56),  in  which  life  is  likened  to  a  stormy 
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voyage  and  God's  pity  is  the  anchor.  In  Ich 
habe  genug  (BWV82)  of  1727,  for  solo  bass, 
music  and  text  are  perfectly  matched  in  the 
aria  'Schlummert  ein'  ('Fall  asleep').  In  Ich 
geh  und  suche  mil  Verlangen  (BWV49)  of  1726  - 
and  again  in  the  popular  Wachet  auf,  ruft  uns 
die  Stimme  (BWV140)  of  1731  -  Bach  used  a 
dialogue  text,  in  which  a  bridegroom  and  bride 
represent  Christ  and  the  Soul.  Of  his  fourth 
cycle  (1727-8),  largely  based  on  texts  by 
Picander  (the  pen-name  of  C.  F.  Henrici,  who 
also  prov  ided  the  texts  for  the  monumental  St 
Matthew  and  the  lost  St  Mark  ( 1 73 1 )  Passions, 
as  well  as  for  the  cantata  Wachet  auj~),  only 
seven  settings  survive.  The  fifth  cycle  dis- 
appeared in  its  entirety,  though  a  number  of 
later  sacred  cantatas  do  survive,  including 
Jauchzet  Cott  in  alien  Landen  (BWV51)  of  1730 
for  solo  soprano,  with  its  stirring  finale. 

From  the  beginning,  Bach  gained  greater 
satisfaction  from  his  duties  as  director  musices 
than  from  those  as  Kantor  of  the  Thomas- 
schule,  a  post  he  actually  found  quite  de- 
meaning after  having  served  as  a  court 
Kapellmeister.  When,  in  1728,  he  was  required 
to  forfeit  to  the  sub-deacon  of  the  Nico- 
laikirche  the  right  to  choose  the  Vesper 
hymns,  he  adopted  an  altogether  more  deter- 
mined stance  with  regard  to  his  professional 
dominion.  Bach  assumed  control  over  the  col- 
legium musicum  in  1729,  remaining  its  direc- 
tor until  1 74 1  (with  a  brief  break,  1737-9); 
this  must  have  put  him  in  a  position  to  simplify 
the  rehearsal  schedules  for  the  weekly  services 
and  to  augment  his  salary,  as  well  as  providing 
a  welcome  forum  for  his  instrumental  music. 
During  this  period,  he  probably  composed  the 
second  and  third  orchestral  suites,  as  well  as 
the  violin  concertos  (BWV1041-2),  the  double 
violin  concerto  (BWV1043)  and  the  triple  con- 
certo (BWV1044),  published  the  first  two  parts 
of  the  Clavier- Chung  (1726 --31  and  1735)  and 
began  arranging  earlier  concertos  for  two  to 
four  harpsichords. 

In  addition  to  his  collegium  commitments, 
a  great  deal  of  music-making  took  place  at 
his  home,  where  students,  his  private  pupils 
(numbering  about  80  over  the  years),  col- 
leagues and  friends  joined  the  Bach  family  in 
private  performances  of  his  and  other  people's 
music;  in  consequence,  a  great  deal  of  music 
copying  also  went  on  under  his  roof  by  trusted 
pupils  in  order  to  supply  scores  and  parts  to 
the  collegium  and  for  sale.  But  as  early  as 
1730,  complaints,  conveyed  by  the  council, 
were  made  about  his  frequent  absence  from 
daily  singing  lessons;  in  reply.  Bach  penned 
a  memorandum  entitled  a  'Short  but  much- 
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needed  outline  for  a  well-regulated  church 
music,  together  with  some  impromptu 
thoughts  on  the  decline  of  the  same'.  The 
Kantor  and  the  council  were  plainly  at  odds. 

At  the  Thomasschule,  things  briefly 
improved  under  the  new  rectorship  (1729- 
34)  of  Johann  Matthias  Gesner,  Bach's  old 
Weimar  colleague,  a  music-lover  and  a  great 
admirer  of  the  composer.  Gesner  instituted  a 
desperately  needed  programme  of  renovation 
of  the  buildings  and  set  in  train  educational 
reforms  which  were  not  fully  established  when 
he  resigned  his  post  to  take  up  a  professorship 
at  the  University  of  Gottingen.  He  was  suc- 
ceeded by  Johann  August  Ernesti,  who  felt 
that  despite  the  school's  long  and  dis- 
tinguished tradition  nf  music  education,  too 
much  emphasis  was  being  placed  on  music 
in  the  curriculum,  and  he  accordingly  made 
rigorous  efforts  to  curb  it. 

Bach  cast  an  eye  towards  Dresden. 
Although  Hasse  had  just  been  appointed 
Kapellmeister \  Bach  must  have  felt  there  was 
still  a  place  for  his  expertise.  He  visited 
Dresden  in  1731  with  his  eldest  son,  Friede- 
mann,  played  at  court  and  at  the  Sophicn- 
kirche  (where  two  years  later  Friedemann 
was  appointed  organist),  and  attended  a  per- 
formance of  I  lassc's  first  opera  for  Dresden, 
Cleofide.  In  1733  he  submitted  a  petition  - 
along  with  copies  of  the  Kyrie  and  Gloria  of 
the  unfinished  B  minor  Mass  -  to  the  new 
Elector  Friedrich  August  II,  regarding  his 
possible  appointment  to  the  largely  honorific 
post  of  Hofkomponist.  Though  unsuccessful, 
Bach  was  unbowed.  He  continued  to  provide 
the  court  with  new  music  and  mounted  col- 
legium concerts  at  Leipzig  in  the  elector's 
honour.  A  second  petition  succeeded  (albeit 
with  the  intervention  of  his  Dresden  patron 
Count  von  Keyserlingk)  and  thereafter  Bach 
signed  himself  as  Dresden  Ilofcompositeur.  By 
way  of  acknowledging  this  honorary  appoint- 
ment, Bach  presented  a  two-hour  recital  on  the 
new  Silbermann  organ  at  the  Frauenkirche. 

The  evidence  of  his  output  during  the 
1 730s  -  more  chamber  music  and  fewer  sacred 
cantatas  speaks  for  itself.  Relations  with  the 
Rektor  steadily  deteriorated  and  so  it  is  hardly 
surprising  that  Bach  should  have  thrown  most 
of  his  creative  energies  into  the  collegium. 
Collegium  concerts  normally  took  place  at  the 
Zimmermannische  KafTcc-I  Iaus  on  Fridays  in 
winter  and  Wednesdays  in  summer  (when  the 
concerts  were  held  in  the  garden);  during  the 
weeks  of  trade  fairs  in  Leipzig  they  performed 
on  Tuesdays  as  well.  Although  Bach's  music 
(including  Der  Streil  zwischen  Phoebus  und 


Pan  (BWV201),  the  Coffee  Cantata  (bwv 
211),  and  keyboard  music  published  in 
the  Clavier-Ubung  (1735,  1739,  1741-2)  and 
the  second  volume  of  The  Well-Tempered 
Clavier)  formed  the  core  of  the  collegium 
repertory,  they  also  performed  works  by 
Telemann,  Handel,  P.  A.  Locatelli  and  N.  A. 
Porpora,  and  attracted  guest  performances  by 
J.  A.  Hasse,  Faustina  Bordoni,  Franz  Bcnda 
and  J.  D.  Zelenka  from  nearby  Dresden,  J.  G. 
Graun  from  Merseburg  and,  in  1739,  by  the 
virtuoso  lutcnist  S.  L.  Weiss. 

In  1737  Bach  was  the  victim  of  an  anony- 
mous attack  on  his  music,  published  by  the 
'progressive'  writer  Johann  Adolf  Scheibe  in 
the  sixth  issue  of  Der  crttische  Musikus.  While 
careful  to  acknowledge  Bach's  skill  as  a  per- 
former and  a  composer  per  se,  Scheibe  found 
his  musical  textures  turgid  and  overworked, 
'one  admires  their  onerous  labour  and  excep- 
tional care,  which  nevertheless  counts  for 
nothing  since  it  conflicts  with  Nature'.  The 
following  year,  Bach's  Leipzig  colleague, 
Johann  Abraham  Birnbaum  (a  university  lec- 
turer in  rhetoric)  responded  on  his  behalf, 
point  by  point,  in  an  anonymous  pamphlet.  In 
the  course  of  the  ensuing  exchange  of  polemics 
(1739,  1745),  Mizler's  corresponding  society 
became  involved,  even  though  Bach  had  not 
yet  become  a  member.  Instead  of  demoralizing 
him,  this  aesthetic  confrontation  with  the  next 
generation  seems  to  have  fired  Bach's  deter- 
mination all  the  more  to  explore  the  ultimate 
ramifications  of  his  compositional  technique 
through  the  Goldberg  Variations,  the  Musi- 
kalisches  Opfer  ('Musical  Offering'),  the 
remaining  sections  of  the  B  minor  Mass  and 
Die  Kunst  der  Fuge  ('The  Art  of  Fugue')  and, 
at  the  same  time,  must  have  spurred  him  on 
to  compose  an  up-to-date  work  like  the  bur- 
lesque Peasant  Cantata  (bwv 2 12)  in  1742. 

With  the  death  in  1741  of  Gottfried  Zim- 
mermann  (proprietor  of  the  Leipzig  coffee 
house),  who  had  not  only  provided  the  venue 
for  the  collegium  concerts  but  had  also  had  a 
hand  in  their  organization,  Bach  ended  his 
own  association  with  the  ensemble  (which 
continued  to  give  concerts  until  superseded 
by  the  less  professional  Grosse  Concert  in 
1743).  At  56,  Bach  could  hardly  have  savoured 
his  'retirement'  from  the  collegium,  especially 
in  the  knowledge  that  his  wife,  Anna  Magda- 
lena,  was  expecting  his  20th  child.  Accord- 
ingly, he  paid  a  visit  to  Berlin  and  the  court  at 
Potsdam,  where  his  son  Emanuel  was  already 
serving  as  harpsichordist  to  Frederick  the 
Great,  and  then  returned  home  via  Dresden 
in  order  to  see  Count  von  Keyserlingk,  whom 
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he  presented  with  a  set  of  keyboard  variations 
(on  a  32-bar  sarabande  found  in  the  second 
volume  of  the  Clavier-Biichlein);  known  today 
as  the  Goldberg  Variations  (after  the  count's 
harpsichordist,  Johann  Gottlieb  Goldberg, 
whose  duty  it  was  to  amuse  his  insomniac 
employer  far  into  the  night),  they  were  pub- 
lished soon  afterwards  in  Nuremberg. 

In  the  course  of  the  1740s,  Bach  was  gradu- 
ally blinded  by  cataracts  -  an  affliction  he 
shared  with  Handel.  With  the  assistance  of  his 
wife  and  son,  Johann  Christoph  Friedrich 
(b  1732,  later  referred  to  as  the  'Biickeburg 
Bach1),  Bach  divided  his  energies  between 
composing  ( The  Art  of  Fugue  was  begun  about 
1740  and  published  incomplete  and  posthum- 
ously by  his  sons  in  1751)  and  putting  his 
older  works  -  chorales,  cantatas  and  the  Pas- 
sions -  in  order.  In  1747  he  finally  became 
a  member  of  Mizler's  corresponding  society, 
contributing  the  Canon  triplex.  Later,  in  1754, 
the  society's  journal,  Musikalische  Bibliothek, 
was  to  include  an  important  obituary  of  Bach, 
containing  the  earliest  catalogue  of  his  works, 
co-authored  by  his  son  Emanuel  and  J.  F. 
Agricola. 

Partly  at  the  instigation  of  Count  von 
Keyserlingk  and  partly  in  order  to  visit  his 
son  and  family,  Bach  made  one  final  trip  to 
Potsdam  in  1747.  Although  Frederick  the 
Great  was  not  a  particular  fan  of  Bach's  music, 
he  seized  upon  the  opportunity  to  exploit  his 
knowledge  of  organs.  Upon  his  arrival,  Bach 
was  invited  to  take  part  in  the  evening  chamber 
music  at  Sanssouci.  Frederick  provided  Bach 
with  a  theme  on  which  to  improvise  a  fugue 
on  the  new  pianoforte;  this  Bach  gracefully 
did,  having  taken  the  precaution  to  familiarize 
himself  with  the  instruments  of  Silbermann 
(to  whom  he  suggested  a  refinement  of  the 
mechanism),  after  which  he  was  commanded 
to  improvise  a  six-part  fugue  on  a  theme  of 
his  choice.  According  to  J.  N.  Forkel  (Bach's 
first  biographer,  1802),  whose  source  was 
Friedemann,  the  king  ignored  Bach's  infirm- 
ities and  insisted  that  he  demonstrate  his  skill 
on  each  of  the  organs  in  Potsdam  (probably 
an  exaggeration)  the  following  day.  Before 
returning  to  Leipzig,  Bach  took  the  oppor- 
tunity to  examine  the  new  Berlin  opera  house. 
At  home  again,  Bach  immediately  set  about 
augmenting  the  original  improvisation  on  the 
king's  theme  with  other  contrapuntal  settings 
(canons,  two  keyboard  ricercares  and  a  trio 
sonata  with  a  part  for  flute).  Within  two 
months,  an  engraved  and  bound  copy  of  the 
first  part  of  the  Musical  Offering  had  been 
dispatched  to  the  king.  As  in  the  case  of  the 


Brandenburg  Concertos,  the  precious  gift  of 
homage  was  never  acknowledged. 

By  1749  Bach's  health  no  longer  permitted 
him  to  continue  work  on  the  didactic  Art  of 
Fugue.  The  following  spring  he  underwent 
surgery  at  the  hands  of  Handel's  English 
oculist,  John  Taylor,  and  briefly  regained  his 
sight;  but  a  second  operation  proved  unsuc- 
cessful. Bach  died  on  28  July  1750  of  com- 
plications following  a  stroke.  Despite  having 
earned  a  good  living  all  his  life,  he  was  able  to 
leave  little  for  his  widow  and  youngest  chil- 
dren (15-year-old  Johann  Christian  was 
almost  immediately  sent  to  live  with 
Emanuel).  Bach's  extensive  music  library  and 
instruments  (eight  harpsichords,  two  lute- 
harpsichords,  a  spinet,  lute  and  ten  further 
string  instruments)  were  divided  up  between 
Anna  Magdalena  and  his  nine  surviving  chil- 
dren. There  was  also  a  portrait  by  E.  G. 
Haussmann. 
Funck,  David.  Sec  Northern  Europe  7  Itin- 
erant Musicians. 

Gorner,  Johann  Gottlieb  (1697- 1778). 
Leipzig  organist  whose  appointment  as  music 
director  of  the  Paulinerkirche  (after  Johann 
Kuhnau)  offended  Bach  at  the  beginning  of  the 
latter's  tenure  as  Kantor,  though  Gorner  had 
belonged  to  the  Leipzig  musical  establishment 
long  before  Bach's  appointment  there.  A 
native  Leipziger,  educated  at  the  Thomas- 
schule  and  the  university,  he  held  organ 
posts  at  the  university  (from  17 16)  and  the 
Nicolaikirche  (from  1721).  Nevertheless,  he 
and  Bach  worked  together  for  the  next  27 
years,  during  which  time  Gorner  took  charge 
of  the  second  collegium  musicum  (founded  by 
J.  F.  Fasch  in  1708)  and  was  appointed  organ- 
ist at  the  Thomaskirche  in  1729.  In  contrast 
to  his  distinguished  colleague,  Gorner  had  few 
claims  to  be  taken  seriously  as  a  composer. 

Gottsched,  Johann  Christoph  (1700-66). 
Poet,  dramatist,  philosopher  and  literary  critic 
whose  controversial  views  on  opera  librettos 
(and  hence  opera)  stimulated  much  discussion 
among  contemporary  German  writers  on 
music.  From  1725  Gottsched  lectured  at  the 
University  of  Leipzig;  in  1727  he  served  as 
leader  of  the  Leipzig  Deutschubendcn- 
poetischen  Gesellschaft,  through  which  he 
vainly  attempted  to  create  a  single  German 
national  language;  and  that  same  year  he 
became  dramatist  for  a  theatre  troupe  led  by 
Johann  and  Caroline  Neubers.  He  married 
a  musician-composer,  Adelgunda  Victoria 
Kulmus,  and  many  of  his  university  students  - 
including  J.  A.  Scheibe,  L.  C.  Mizlcr,  J.  A. 
Hiller   and    A.   G.   Baumgarten   -  were 
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musicians.  Scheibe  composed  incidental 
music  for  the  plays  he  wrote  for  the  troupe. 
Gottsched  founded  two  periodicals  and 
secured  his  fame  with  his  Versuch  emer  cri- 
tischen  Dichtkunst  (1730).  J.  S.  Bach,  his  con- 
temporary in  Leipzig,  set  two  of  his  cantata 
texts  and  the  Trauer-Ode  (1727). 

His  literary  publications  only  touch  upon 
music  (ode,  cantata  and  opera)  in  terms  of 
poetic  forms.  Although  his  vast  library 
included  about  660  opera  librettos,  he  had 
little  opportunity  to  attend  performances,  so 
his  criticism  of  opera  focuses  on  its  weakness 
as  a  form.  Gottsched  believed  that  as  there 
was  no  precedent  for  opera  among  ancient 
poetic  forms  and  because  it  failed  to  conform 
either  to  the  rules  of  tragedy  or  those  of 
comedy,  it  was  a  bastard  form.  He  considered 
it  unnatural  and  indecent.  His  pupils,  Mizler 
and  Scheibe,  challenged  him  on  these  points 
in  their  periodicals,  Musikalische  Bibliothek 
and  Critischer  Musikus.  As  a  literary  reformer 
with  musical  connections,  he  prepared  the 
ground  for  the  musical  reforms  of  Gluck. 
Graupner,  (Johann)  Christoph.  See 
Northern  f.urope  5  West  Germany  and  the 
Rhineland. 

Grunewald,  Gottfried.  Sec  Northern 
Europe  7  Itinerant  Musicians. 

Henrici,  Christian  Friedrich  (1700-64). 
Saxon  poet,  dramatist  and  the  librettist  for 
many  of  Bach's  cantatas,  the  St  Matthew  and 
St  Mark  Passions,  who  wrote  under  the 
pseudonym  'Picander'.  Henrici  earned  his 
living  as  a  postal  administrator.  He  moved 
from  Dresden  to  Leipzig  in  1720  where  he 
produced  collections  of  devotional  poems 
(1724-5,  1728),  which  served  for  Bach's  can- 
tatas, and  three  plays  (1726).  He  also  penned 
erotic  verse,  satires  and  secular  cantata  texts, 
including  that  for  the  Coffee  Cantata 
(BWV211).  His  successful  collaboration  with 
Bach  spanned  two  decades. 

Hoffmann,  Melchior  (4-1685—1715).  Com- 
poser and  conductor  working  in  Leipzig. 
Hoffmann  was  trained  in  the  Dresden  royal 
chapel  before  undertaking  studies  at  the  Uni- 
versity of  Leipzig  in  1702.  With  the  departure 
of  Telemann  in  1704,  Hoffmann  took  over  the 
direction  of  the  Leipzig  collegium  musicum, 
increasing  its  membership  to  40  musicians. 
He  also  held  posts  at  the  Neukirche  and  the 
opera,  imposing  high  standards  upon  all  who 
worked  under  him.  He  visited  London  in  17 10. 

Horn,  Johann  Caspar  (c  1630-85).  South 
German  physician  and  composer,  who 
pursued  his  medical  career  at  Leipzig.  There 
he  belonged  to  a  circle  of  amateurs  (1663-72) 


led  by  the  Thomaskirche  Kantor,  Sebastian 
Kniipfer.  During  the  1660s  and  1670s,  Horn 
published  six  collections  of  dances  (one  in  the 
Italian  style  and  five  in  the  Lullian  style).  He 
also  composed  secular  and  sacred  vocal  music, 
which  appeared  in  the  Musicalischer  Tugend- 
und  jfugendgedichte  (1678)  and  Geistliche  Har- 
monien  (1680-81). 

Kniipfer,  Sebastian  (1633-76).  Bavarian- 
born  Kantor  of  the  Leipzig  Thomaskirche, 
director  of  civic  music  and  a  composer  of 
concerted  sacred  music.  After  finishing  his 
studies  at  the  Regensburg  Gymnasium  Poet- 
icum,  Kniipfer  arrived  in  Leipzig  without 
a  job;  not  until  1657  was  he  appointed 
Thomaskantor.  Following  in  the  musical  and 
intellectual  traditions  of  Sethus  Calvisius  and 
J.  H.  Schein,  Kniipfer  was  responsible  for 
revitalizing  the  musical  traditions  at  Leipzig 
after  the  Thirty  Years  War.  His  music  is 
much  indebted  to  Schiitz. 

Kuhnau,  Johann  (1 660-1 722).  Bohemian 
polymath,  musically  accomplished  as  a  key- 
board player,  theorist  and  the  composer  of 
the  first  Passion  oratorio  to  be  performed  in 
Leipzig  -  as  well  as  a  mathematician  and  lin- 
guist. In  addition  to  translations,  he  produced 
a  satirical  novel  (Der  musualische  Quack- 
Salber,  1700)  which  is  important  for  its 
remarks  on  the  social  status  of  musicians. 
Kuhnau  pursued  careers  as  a  lawyer  and 
Kantor  of  the  Thomaskirche,  and  was  suc- 
ceeded in  the  latter  by  Bach. 

Kuhnau  (or  Kuhn,  as  his  family  was  known 
in  Bohemia  before  they  fled  the  Counter- 
Reformation  regime  there)  studied  in  Dresden 
and  Italy  and  then  in  Zittau,  where  he  served 
as  interim  Kantor  and  organist  of  the  Johan- 
niskirche  (168 1-2).  While  a  law  student  at  the 
University  of  Leipzig,  he  actively  performed 
and  composed;  after  applying  twice  for  the 
organ  post  at  the  Thomaskirche,  he  was 
appointed  in  1684.  And  although  he  was  prac- 
tising law  from  1688,  he  nevertheless  found 
time  to  direct  a  collegium  musicum  and 
publish  four  sets  of  keyboard  music:  two 
volumes  of  suites  (Neuer  Clavier-Ubung,  1689, 
1692),  and  two  of  sonatas  (Frische  Clavier 
Fruchte,  1696,  and  the  Bibltsche  Historien, 
1700). 

As  Thomaskantor,  from  1701,  Kuhnau  had 
also  to  accept  responsibility  for  both  university 
music  (at  the  Paulinerkirche)  and  civic  music, 
and  was  expected  to  take  charge  -  to  varying 
degrees  -  of  music  at  the  other  main  Leipzig 
churches  (the  Thomaskirche,  Nicolaikirche, 
Petrikirche  and  Johanniskirchc).  He  com- 
posed cantatas  for  their  services  although,  as 
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with  those  of  Bach,  they  were  never  published 
and,  as  a  result,  many  were  lost.  During  this 
period  musical  standards  were  falling  at  the 
Thomasschule,  in  part  because  the  best  pupils 
were  recruited  for  the  local  opera  and  Tele- 
mann's  collegium  musicum.  Nevertheless,  his 
own  pupils  included  J.  F.  Fasch  (who  estab- 
lished another  collegium  in  1708),  Christoph 
Graupner  and  J.  D.  Heinichen.  Dogged  by  ill 
health  in  his  last  years,  Kuhnau  was  dealt 
a  further  humiliating  blow  when  Telemann 
gained  the  mayor's  permission  to  compose  for 
the  Thomaskirche.  The  1721  performance  of 
Kuhnau's  St  Mark  Passion  can  be  seen  as  the 
crowning  achievement  of  his  career. 

Pezel,  Johann  Christoph  (1639-94).  Siles- 
ian  town  bandsman  {Ratsmusiker)  and  com- 
poser of  Ratsmusik.  Pezel  must  have  travelled 
in  Italy,  for  he  was  known  for  his  command 
of  the  language.  He  was  made  a  Leipzig 
Stadtpfeifer  in  1670,  the  year  in  which  he 
published  a  collection  of  40  one-movement 
sonatas  for  five-part  band  (Hora  Lama 
mustcorum),  which  were  performed  twice  daily 
from  the  Rathaus  tower.  He  aspired  to  the 
position  of  Kantor  at  the  Thomaskirche  but 
lacked  the  necessary  qualifications.  Pezel 
moved  eastwards  to  Bautzen  when  the  plague 
threatened  Leipzig  in  1681  and  published  a 
second  collection  of  Funff-stimmigte  blasende 
Music  in  Frankfurt  four  years  later. 

Reiche,  Gottfried  (1667- 1734).  Leipzig 
Stadtpfeifer  for  whom  Bach  composed  his  first 
trumpet  parts.  Originally  from  Weissenfels, 
Reiche  learnt  his  trade  in  Leipzig,  where  he 
rose  to  Kunstgeiger  (1700),  Stadtpfeifer  (1706) 
and  finally  senior  Stadtpfeifer  (1719).  Reiche's 
services  were  so  highly  valued  that  as  early  as 
1694  his  salary  was  augmented  as  an  incentive 
to  remain  in  Leipzig,  and  on  the  occasion  of 
his  60th  birthday,  the  city  council  arranged  for 
his  portrait  to  be  painted  by  E.  G.  Haussmann 
(who  painted  that  of  Bach);  it  was  later 
engraved  by  C.  F.  Rosbach. 

Rosenmullcr,  Johann.  See  Italy  4  Venice. 

Schcibe,  Johann  Adolph.  See  Northern 
europf.  2  Scandinavia. 

Schein,  Johann  Hermann  (15S6- 1630). 
Leipzig  Thomaskantor,  poet,  teacher  and  com- 
poser. Schein  was  an  important  contemporary 
of  Schutz,  though  his  creative  output  was  cut 
short  by  illness  and  a  relatively  early  death. 

He  acquired  his  musical  training  at  the 
Dresden  Hof  kapclle  and  later  spent  four  years 
(1608-12)  studying  law  at  the  University  of 
Leipzig  -  though  the  publication  of  the  Venus 
Krantzlein  in  1609  (and  probably  the  ribald 
drinking  songs  contained  in  the  Studenten- 
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Schmauss,  not  published  until  1626)  is  evi- 
dence of  his  active  participation  in  university 
musical  life.  Upon  finishing  his  studies  he 
took  a  post  as  music  director  and  tutor  at  the 
residence  of  a  wealthy  school  friend  who,  two 
years  later  (161 5),  helped  to  make  possible  his 
appointment  as  Kapellmeister  at  the  count  of 
Duke  Johann  at  Weimar.  At  much  the  same 
time,  he  published  his  first  collection  of  motets 
(five-  to  1 2-part  settings  of  Latin  and  German 
biblical  texts),  Cymbalum  Sionium  (161 5). 

A  year  later  he  was  appointed  Kantor  of 
the  Leipzig  Thomaskirche,  a  post  which  also 
carried  with  it  the  direction  of  choral  music  at 
the  Nicolaikirche  and  teaching  duties  (singing, 
Latin  grammar  and  syntax)  at  the  Thomas- 
schule. During  the  next  dozen  years,  Schein 
composed  and  published  his  remaining  music 
while  nurturing  pupils  such  as  the  poet  Paul 
Fleming  and  the  composer  Heinrich  Albert. 
The  variation  suites  for  viols  (containing 
pavanes,  galliards,  courantes,  allemandes 
and  tripla)  he  had  composed  for  Weissenfels 
and  Weimar  appeared  in  161 7  under  the 
title  Banchetto  musicale;  thereafter  all  his 
music  incorporated  continuo  parts. 

To  signal  his  intention  of  working  in  the 
new  Italian  idiom,  Schein  called  his  next  pub- 
lication Opella  nova  (1618);  it  contains  sacred 
concertos  based  on  Lutheran  chorales  in  the 
style  of  Viadana's  Cento  concerti  ecclesiastici 
(1602).  A  second  volume  appeared  in  1626:  it 
was  more  expressive,  less  dependent  upon  the 
chorale  and  incorporated  obbligato  instru- 
ments. Plagued  by  a  startling  array  of  ail- 
ments -  tuberculosis,  gout,  scurvy  and  kidney 
stones  -  Schein  still  managed  to  publish  half 
a  dozen  collections  of  sacred  and  secular  music 
(some  of  them  bearing  double  titles  in  Italian 
and  German),  and  to  provide  other  occasional 
music  for  wedding  and  funerals,  in  accordance 
with  his  position,  during  his  remaining  years. 
In  1723  he  produced  the  Fontana  a" Israel  or 
Israelis  Britnletn,  containing  choral  settings 
(five  voices  and  basso  seguente)  of  Old  Tes- 
tament texts  conceived  in  the  Italian  madrigal 
style.  His  final  sacred  collection  was  of  hymns: 
the  Cantional  of  1627  was  tailored  to  the  tastes 
and  liturgical  needs  of  the  Leipzig  churches. 
It  was  the  first  of  its  kind  to  incorporate 
figured  bass.  Over  40  were  entirely  by  Schein, 
though  he  edited  and  reharmonized  many 
others.  The  Cantional  was  enlarged  (2nd  edn, 
1645)  by  the  next  Thomaskantor,  Tobias 
Michael. 

Schein's  secular  music  included  the  popular 
and  oft-reprinted  Musica  boscareccia  or  Wald- 
Liederletn  in  three  parts  (1621,1 626  and  1 628), 
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and  scored  for  two  sopranos  and  bass  (which 
was  provided  with  both  text  and  figures,  offer- 
ing a  variety  of  possible  realizations).  In  1624 
Schein  published  the  Dilettt  pastor  alt  or  Ilirten 
Lust,  considered  to  be  the  first  published  col- 
lection of  German  continuo  madrigals. 
Schelle,  Johann  (1648-1701).  Thuringian 
Kantor  of  the  Leipzig  Thomaskirche  and  com- 
poser of  sacred  cantatas.  Schelle  received  his 
early  training  under  Schiitz  at  the  Dresden 
chapel,  though  he  was  soon  sent  to  augment 
the  musical  forces  at  the  Wolfenbiittel  court 
(where  Schiitz  was  Kapellmeister  in  absentia). 
After  his  voice  broke  he  was  placed  in  the  care 
of  Sebastian  Kniipfer  at  the  Thomasschule  in 
Leipzig. 

In  1677  he  succeeded  Kniipfer  as  Kantor  - 
a  post  which,  in  addition  to  duties  at  the 
Thomaskirche  and  Thomasschule  (teaching 
Latin  and  catechism)  required  his  services  as 
director  choh  music  i  at  two  other  Leipzig  chur- 
ches. Never  a  popular  choice,  Schelle  added 
to  the  tensions  between  orthodox  Lutherans 
and  Pietists  by  instituting  reforms  such  as 
the  introduction  of  chorale  cantatas  into  the 
(Protestant)  liturgy  and  the  study  of  German 
music  in  place  of  Italian  settings  of  Latin 
texts.  Schelle  excelled  as  a  composer  of  chorale 
cantatas  (though  few  were  published  or  sur- 
vived, which  he  cast  in  an  alternation  of  choral, 
solo  and  instrumental  movements,  and  scored 
for  five-part  choir,  strings,  bassoons  and  con- 
tinuo. He  was  succeeded  by  his  cousin,  Johann 
Kuhnau. 

Schieferdecker,   Johann    Christian.  See 

Northern  elrope  /  North  Germany. 
Sellc,  Thomas.  See  Northern  elrope  / 

North  Germany:  Hamburg. 
Strungk,  Nicolaus  Adam.  See  Northern 

Europe  7  Itinerant  Musicians. 
Telemann,  Georg  Philipp.  See  Northern 

EUROPE  7  Itinerant  Musicians. 
Theile,  Johann.  See  Northern  elrope  / 

North  Germany. 

5  West  Germany 
and  the  Rhineland 

Agrell,  Johan  Joachim.  Sec  Northern 
Europe  6  Middle  Germany. 

Baptiste,  Ludwig  Albert  Friedrich  (1700 
f  1764).  Violinist,  dancing-master  and  com- 
poser ofgalant  sonatas  and  other  instrumental 


chamber  music.  I  Ie  travelled  widely  before 
taking  up  an  appointment  at  Kassel  in  1726. 
Many  works  have  been  wrongly  attributed  to 
him.  Baptiste's  father,  Johann,  was  a  French 
dancing-master  employed  from  1703  at  the 
Darmstadt  court. 
Baudrcxel,  Philipp  Jakob  (1627  1691). 
Swabian  priest,  Kapellmeister  and  composer  of 
sacred  music.  Baudrexel  studied  at  the  Roman 
Collegio  Germanico  with  Carissimi  during  the 
1 640s  and  became  a  priest  in  1651.  He  held  a 
variety  of  clerical  and  musical  posts:  parish 
priest,  canon  and  choir  director  at  Augsburg 
Cathedral  (1654),  court  chaplain  at  Fulda  to 
Margrave  Bernhard  Gustav  of  Baden-Durlach 
(1672-9)  and  Kapellmeister  at  Mainz  to  both 
court  and  cathedral. 

Rem. il  l  hi,  Antonio  Maria.  See  Italy  10 
Itinerant  Musicians. 

Birkenstock,  Johann  Adam  ( 1 687- 1 733).  A 
leading  violinist  of  his  day  and  composer  of 
instrumental  chamber  music.  Birkenstock 
acquired  an  international  training  by  studying 
first  in  Kassel  with  Ruggiero  Fedcli,  then  in 
Berlin  with  J.  B.  Volumicr,  in  Bayreuth  with 
Carlo  Fiorelli  and  finally  in  Paris  with  Fran- 
cois Duval.  In  1709  he  took  up  his  place  in 
the  Kassel  court  orchestra.  During  a  stint  in 
Amsterdam  in  1722  Birkenstock  published  his 
first  collection  of  sonatas.  He  declined  an 
appointment  offered  by  the  King  of  Portugal 
(who  was  also  visiting  Holland)  and  accepted 
instead  the  post  of  Kapellmeister  at  Kassel 
(1725).  On  the  death  of  the  landgrave,  Birk- 
enstock left  Kassel  for  Eisenach  where  he 
served  as  Hof kapellmeister  until  his  death. 

Bdddecker,  Philipp  Friedrich.  See  Central 
Europe  /  South  Germany. 

Briegel,  Wolfgang  Carl  (1626-17 12).  Organ- 
ist, composer  and  Kapellmeister  at  Darmstadt. 
Briegel  was  a  treble  at  the  Frauenkirche, 
Nuremberg,  where  he  was  trained  by  J.  A. 
Herbst  and  came  into  contact  with  S.  T. 
Staden,  J.  E.  Kindermann  and  J.  M.  Dilherr, 
and  their  music.  He  took  up  his  first  court 
post  in  1650,  when  he  was  appointed  first 
Kantor  at  Gotha  and  music  tutor  to  the  family 
of  Duke  Ernst  the  Pious,  and  later, 
Kapellmeister.  When  the  duke's  daughter 
married  Landgrave  Ludwig  VI  of  Ilcsscn- 
Darmstadt,  Briegel  became  their  Kapellmeis- 
ter (1771),  a  post  he  retained  until  his  death, 
with  the  assistance  of  Christoph  Graupner 
and  E.  C.  Hesse.  He  published  volumes  of 
dialogue  cantatas,  motets  and  Geistliche  Arien, 
as  well  as  instrumental  music.  His  Musikal- 
isches  Tafelkonfekt,  for  four  voices,  violins 
and  continuo,  appeared  in   1672.   He  also 
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composed  a  number  of  operas,  ballets  and 
Singspiels  for  Darmstadt. 
Chelleri,  Fortunato.  See  Italy  10  Itinerant 
Musicians. 

Dall'Abaco,  Joseph-Marie  Clement.  See 

Central  EUROPE  /  South  Germany:  Munich. 
Diessener,  Gerhard.  See  British  isles  / 
London. 

Eberlin,  Daniel.  See  Northern  Europe  4 
Saxony  and  Thuringia. 

Farina,  Carlo.  See  Northern  Europe  4 

Saxony  and  Thuringia:  Dresden. 
Fedeli,  Ruggiero.  See  Italy  4  Venice. 
Foggia,  Francesco.  See  Italy  7  Papal  States: 

Rome. 

Graf,  Johann.  See  Northern  Europe  4 
Saxony  and  Thuringia. 

Graupner,  (Johann)  Christoph  (1683- 
1760).  Saxon  keyboard  player  and  prolific 
composer  who  from  171 2  served  as  Kapell- 
meister at  the  Darmstadt  court.  Among  his 
friends  he  counted  Telemann,  whom  he  had 
known  since  his  days  as  a  member  of  the 
Leipzig  collegium  musicum,  and  among  his 
students,  J.  F.  Fasch.  Graupner's  place  in 
German  musical  life  makes  him  of  special 
interest.  He  was  the  pupil,  copyist  and  amanu- 
ensis of  Johann  Schelle  and  Johann  Kuhnau 
at  the  Thomasschule  in  Leipzig,  where  he  was 
later  (1722-3)  to  compete  with  Telemann  and 
Bach  for  the  cantorship.  (Upon  Telemann's 
withdrawal,  Graupner  had  intended  to  accept 
the  post,  but  was  prevented  by  the  Landgrave 
of  Hessen-Darmstadt,  who  refused  to  release 
him  from  his  contract.) 

From  1706  until  1709  Graupner  lived  in 
Hamburg.  From  1707,  he  was  associated  with 
the  Theater  am  Gansemarkt  as  the  harpsi- 
chordist; he  also  composed  five  operas  and 
collaborated  with  Reiser  on  a  further  three. 

Graupner  went  to  Darmstadt  as  the  vice- 
Kapellmeister  under  Wolfgang  Carl  Briegel, 
whom  he  succeeded  in  17 12.  In  addition  to 
operas,  he  composed  an  astounding  14 18 
church  cantatas  (in  contrast  to  a  mere  24 
secular  cantatas),  113  symphonies  (mostly  in 
three  movements),  about  50  Vivaldian  con- 
certos, over  80  overtures,  36  sonatas  and 
assorted  keyboard  music. 
Grua,  Carlo  Luigi  Pier.ro  (h  c  1665).  Floren- 
tine singer  and  composer  working  at  the 
Catholic  German  courts.  Grua's  first  post  was 
in  the  Hof  kapelle  of  the  Elector  of  Saxony  in 
Dresden  (1691).  Although  he  was  appointed 
vice-Kapellmeister  in  1693  and  his  opera 
Camillo  generoso  was  performed  during  Car- 
nival, he  left  the  following  year  to  take  up  a 
similar  post  under  J.  H.  Wilderer  at  the  Pala- 

216 


tine  court  in  Diisseldorf.  He  remained  until 
1720,  moving  to  Heidelberg  when  the  Diis- 
seldorf and  Innsbruck  musical  establishments 
were  amalgamated,  but  resigned  when  the 
court  moved  again  to  Mannheim.  He  com- 
posed subsequent  operas  for  the  court  and  for 
Venice,  and  at  one  point  took  on  the  job  of 
recruiting  musicians  for  Agostino  Steffani  at 
Wiirzburg. 

Griinewald,  Gottfried.  See  Northern 
Europe  7  Itinerant  Musicians. 

Hayne,  Gilles.  See  Low  countries  2  South 
Netherlands. 

Herbst,  Johann  Andreas  (1588- 1666). 
Nuremberg  violinist,  more  significant  as  a 
theorist  than  as  a  composer.  He  served  as 
Kapellmeister  to  the  court  of  Philipp  V  of 
Butzbach  (1614-18;  and  then  in  the  service  of 
the  landgrave's  brother  in  Darmstadt)  and 
to  the  city  of  Frankfurt  am  Main  (1623-36), 
where  he  eventually  returned  -  in  the  capacity 
of  a  church  musician  -  in  1644,  after  a  period 
in  Nuremberg  as  Kapellmeister. 

His  two  treatises  form  his  most  important 
legacy:  Musica  practica  (1642),  meant  as  a 
pedagogical  approach  to  singing  and  vocal 
ornamentation,  and  Musica  poetica  (1643), 
which  gives  practical  advice  to  composers  on 
the  use  of  musical-rhetorical  figures;  the  latter 
was  the  first  of  its  kind  to  be  published  in 
German  rather  than  Latin. 

Hertel,  Johann  Christian.  See  Northern 
EUROPE  4  Saxony  and  Thuringia. 

Hesse,  Ernst  Christian  (1676-1762).  Vir- 
tuoso Thuringian  viol  player  who  toured 
widely,  composer  and  war  secretary  at  the 
Darmstadt  court.  He  was  appointed  in  1692 
as  a  v  iol  player,  but  in  the  next  two  years  he 
studied  law  and  then  took  up  a  post  in  the 
government  chancellery  while  studying  com- 
position and  continuing  to  play  in  the  court 
orchestra. 

In  1698  he  studied  in  Paris  simultaneously 
with  Antoine  Forqueray  and  Marin  Marais, 
rivals  who  (according  to  E.  L.  Gerber)  dis- 
covered they  shared  a  pupil  only  when  he 
gave  a  concert  devoting  half  to  the  music  and 
playing  style  of  each.  He  returned  in  1701  a 
polished  player  and  also  served  as  Secretary 
for  War.  In  1705  he  toured  as  a  viol  virtuoso 
to  Hamburg  (where  he  met  Handel,  Johann 
Mattheson  and  Reinhard  Keiser),  the  Nether- 
lands and  London  (where  he  performed  with 
Thomas  Clayton  and  J.  E.  Galliard  for  Queen 
Anne).  Soon  after  his  appointment  as 
Kapelldirektor  at  Darmstadt,  he  embarked  on 
a  tour  of  Italy  and  he  was  probably  the  solo 
v  iol  player  in  the  1 708  Easter  performances  of 
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Handel's  Resurrezione  in  Rome.  During  1709 
and  1 710  he  was  in  Dresden  and  Vienna, 
where  he  played  at  court  with  Pantaleon  Heb- 
enstreit. 

About  1712  he  composed  an  opera,  La 
fedelta  coronatay  in  which  the  soprano  Johanna 
Elisabeth  Dobricht  (1692- 1786)  probably 
sang;  they  married  in  1713  and  subsequently 
toured.  But  in  17 14  Hesse  resigned  his  musical 
posts  after  a  confrontation  between  sopranos 
that  involved  his  wife,  though  he  retained  his 
cabinet  posts.  In  addition  to  his  opera,  only  a 
divertimento,  a  flute  sonata  and  a  duo  for  viol 
and  continuo  survive. 

Their  third  son,  Ludwig  Christian  (171 6- 
72),  followed  in  his  father's  footsteps,  training 
first  as  a  viol  player,  studying  law  and  becom- 
ing a  Darmstadt  government  lawyer  and  court 
chamber  musician.  In  1741  he  was  appointed 
to  similar  posts  in  Berlin  under  Frederick  the 
Great.  His  viol  music  is  lost. 

Jeep,  Johannes.  See  Northern  Europe  6 
Middle  Germany. 

Kraft,  Georg  Andreas  {c  1660-1726).  Com- 
poser at  the  Dusseldorf  court  of  Elector  Pala- 
tine Johann  Wilhelm,  who  sent  him  to  Rome 
to  study  with  Corelli.  Upon  his  return  Kraft 
worked  -  with  positive  results  -  to  achieve  the 
same  kind  of  precision  in  the  electoral  court 
orchestra  that  he  had  observed  in  Rome.  In 
this  he  was  encouraged  by  both  J.  H.  von 
Wilderer  and  Scbastiano  Moratelli.  Kraft  took 
part  in  the  chapel's  contribution  to  the  coro- 
nation ceremonies  of  the  emperor  at  Frank- 
furt am  Main  in  17 1 1  and,  having  handed  over 
his  posts  to  his  son  Sebastian  Johannes,  he 
retired  in  1716  rather  than  following  the  court 
to  Heidelberg  and  Mannheim. 

Krieger,  Johann  Philipp.  See  Northern 
EUROPE  4  Saxony  and  Thurtngia. 

Kiihncl,  August.  See  Northern  Europe  7 
Itinerant  Musicians. 

Lehms,  Georg  Christian  (1684-17 17).  Poet 
and  librarian  to  the  court  of  Darmstadt  (from 
1 7 10)  who  compiled  a  dictionary  of  German 
poetesses  (171 5).  Lehms  wrote  five  cycles  of 
sacred  cantata  texts  (1711-16)  for  Christoph 
Graupner  and  Gottfried  Griincwald;  the  1 7 1 1 
collection  (Gottgefalliges  Kirchen-Opffer)  was 
known  to  Bach,  who  set  two  texts  while  in 
Weimar  and  eight  more  in  Leipzig. 

Marini,  Biagio.  See  Italy  10  Itinerant 
Musicians. 

Mingotti,  Angelo.  See  Italy  10  Itinerant 
Musicians. 

Moratelli,  Sebastiano  (1640-1706).  Italian 
instrumentalist,  composer  and  spiritual 
adviser  who  worked  as  a  chamber  musician  at 


the  Viennese  court  of  the  dowager  empress 
before  being  transferred  to  the  court  of  Elector 
Palatine  Johann  Wilhelm  at  Dusseldorf 
(r  1680).  He  remained  there  for  the  rest  of  his 
life  (though  he  returned  to  Vienna  twice  in 
the  1680s  in  the  electoral  retinue),  and  was 
succeeded  by  J.  H.  von  Wilderer.  By  1687 
he  had  been  appointed  Kapellmeister  and  was 
charged  with  composing  operas  and  serenades, 
though  none  survives;  in  1688  he  became 
honorary  chaplain  to  the  electress  and,  a  few 
years  later,  spiritual  counsellor  to  the  elector 
himself. 

Moritz  (1572- 1 63 2).  Landgrave  of  Hessen- 
Kassel,  known  as  'Moritz  der  Gelehrte',  who 
was  Heinrich  Schiitz's  first  employer  and  life- 
long mentor  as  well  as  a  composer  of  stile 
antico  music.  Moritz  succeeded  his  father  in 
1 592,  ruling  until  1627  when  he  was  succeeded 
by  his  son.  His  reign  saw  the  flowering  of 
music  and  drama  -  under  his  patronage  the 
earliest  German  court  theatre,  the  Ottoneum 
(named  after  his  Kapellmeister  Georg  Otto), 
was  opened  in  1605.  Quickly  perceiving  the 
promise  of  the  young  Schiitz,  Moritz  sent 
him  to  study  in  Italy  in  1609,  and  reluctantly 
relinquished  him  to  the  Dresden  elector  in  161 5. 

Neri,  Massimiliano.  See  Italy  4  Venice. 

Pallavicino,  Stefano  Benedetto.  See  Nor- 
thern EUROPE  4  Saxony  and  Thuringia: 
Dresden. 

Pez,  Johann  Christoph.  See  Central 
Europe  /  South  Germany:  Munich. 

Praetorius,  Michael.  See  Northern  EUROPE 
/  North  Germany. 

Rosier,  Carl  (1640- 1725).  Flemish  violinist 
and  composer  working  in  Cologne,  where  he 
eventually  became  Kapellmeister  of  both  the 
court  and  the  cathedral.  Prior  to  1675,  he  was 
a  violinist  (and  at  some  point  vice- Kapellmeis- 
ter) at  the  Bonn  court  of  Elector  Maximilian 
Heinrich.  He  also  spent  1683-99  in  the 
United  Provinces  where  he  was  associated 
with  Carolus  Hacquart.  He  composed  Masses 
and  motets  for  both  Bonn  and  Cologne,  and 
published  collections  of  motets,  trio  sonatas 
(for  brass  and  wind  as  well  as  strings)  and 
French  overtures.  Rosier's  daughter,  Maria 
Anna,  married  the  Netherlands  composer 
Willem  de  Fesch. 

Schenck,  Johannes.  See  Low  countries  / 
United  Provinces. 

Schickhardt,  Johann  Christian.  See  Low 
countries  /  United  Provinces. 

Sophie  Elisabeth.  See  Northern  Europe  / 
North  Germany. 

Steffani,  Agostino.  See  Northern  Europe  / 
North  Germany. 
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Strattner,  Georg  Christoph.  See  Northern 

Europe  4  Saxony  and  Thuringia. 
Telemann,  Georg  Philipp.  See  Northern 

Europe  /  North  Germany:  Hamburg. 
Tcnaglia,  Antonio  Francesco.  See  Italy  7 

Papal  States:  Rome. 
Tesi,    Vittoria.    Sec    Italy    10  Itinerant 

Musicians. 

Uffenbach,  Johann   Friedrich  Armand 

von  (1687- 1 769).  Well-travelled  civil  servant 
and  amateur  musician  at  Frankfurt  am  Main, 
who  organized  concerts  and  founded  a  private 
learned  society  similar  to  that  of  Mizler  in 
Leipzig.  Uffenbach  kept  diaries  -  in  which  he 
recorded  the  music  he  heard  -  of  his  travels 
in  Germany,  England,  Switzerland,  Italy  and 
France.  He  studied  law  in  Strasbourg  (com- 
pleting his  degree  in  17 14)  and  lute  with 
'Gallot  le  jeuney  in  Paris  (171 5).  He  endowed 
the  University  of  Gbttingen  with  his  library, 
which  included  his  journals  and  corres- 
pondence with  important  musicians  of  the  day 
as  well  as  his  extensive  collection  of  music. 
Veracini,  Francesco  Maria.  See  Italy  6 
Tuscany. 

Walther,  Johann  Jacob.  See  Northern 
Europe  4  Saxony  and  Thuringia:  Dresden. 

Weiss,  Johann  Jacob.  See  Central  europf. 
/  South  Germany. 

Weiss,  Silvius  Leopold.  See  Northern 
Europe  7  Itinerant  Musicians. 

Wilderer,  Johann  Hugo  von  (1670/1-1724). 
Bavarian-born  composer  at  the  Dusseldorf 
court  (from  1696)  and  later  at  Mannheim.  In 
1696  Wilderer  became  \icc-Kapellmeister  and 
then  in  1703  Kapellmeister  at  Dusseldorf. 
During  his  tenure,  Agostino  Steffani  was  in 
residence  at  the  court  (1703-9)  and  Handel 
visited  it  (1710).  Wilderer  composed  operas, 
oratorios,  motets  and  cantatas;  a  Kyrie  and 
Gloria  by  him  were  copied  by  Bach,  whose 
own  B  minor  Kyrie  bears  some  resemblance  to 
Wildercr's.  Wrhen  the  Elector  Palatine  Johann 
Wilhelm  was  succeeded  by  his  brother  Carl 
Philipp  of  Innsbruck  in  17 16,  the  Dusseldorf 
and  Innsbruck  courts  were  amalgamated  and 
moved  first  to  Neuburg,  then  Heidelberg  and 
finally  to  Mannheim  in  1720.  In  1723  he 
became  joint  Kapellmeister  with  Jakob  Grebcr 
and  together  they  founded  the  famous 
Mannheim  orchestra.  I  lis  sacred  opera  Esther 
was  performed  in  1 723  as  an  oratorio  at  Hei- 
delberg and  as  an  opera,  less  than  three  months 
before  his  death,  at  Mannheim. 
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Agrell,  Johan  Joachim  (1701-65).  Swedish 
violinist,  harpsichordist  and  composer  who 
resided  in  Nuremberg.  After  studies  at 
Uppsala  University,  Agrell  took  up  a  post  as 
a  court  violinist  at  Kassel.  Like  his  teacher, 
J.  H.  Roman,  he  travelled  widely,  to  England, 
France  and  Italy,  before  being  appointed 
Kapellmeister  and  director  musices  at  Nurem- 
berg in  1746.  His  extant  music  is  instru- 
mental sonatas,  harpsichord  concertos  and 
symphonies  -  and  owes  much  to  Roman  and 
Fortunato  Chelleri  (whom  he  would  have 
encountered  in  Sweden). 

Arnold,  Gcorg  (d  1676).  South  German 
organist  and  composer  who,  at  the  end  of  the 
Thirty  Years  War  (1649),  took  up  an  appoint- 
ment as  court  organist  at  Bamberg,  where  he 
provided  new  music  for  the  cathedral  and 
assisted  Spiridio  and  Matthias  Tretzscher  in 
the  reconstruction  of  damaged  organs.  He 
published  his  music  -  polychoral  and  con- 
certato  -  in  Nuremberg,  Innsbruck  and 
Bamberg. 

Bassani,  Giovanni  Battista.  See  Italy  7 

Papal  States:  Bologna-Ferrara. 
Briegel,  Wolfgang  Carl.  See  Northern 

Europe  5  West  Germany  and  the  Rhine  land. 
Carestini,  Giovanni.  Sec  Italy  10  Itinerant 

Musicians. 

Chelleri,  Fortunato.  See  Italy  10  Itinerant 
Musicians. 

Conradi,  Johann  Georg.  See  Northern 
Europe  /  North  Germany:  Hamburg. 

Deinl,  Nikolaus  (1665-1725).  Nuremberg 
organist  and  composer.  Deinl  was  a  pupil  of 
Heinrich  Schwemmer  and  G.  C.  Wecker, 
whom  he  assisted  at  the  Egidienkirche.  After 
studies  with  J.  P.  Krieger  at  Weisscnfels, 
Deinl  returned  to  Nuremberg  as  the  organist 
of  a  succession  of  churches.  At  the  Spitalkirche 
he  was  ultimately  named  Kant  or  and  director 
musices  in  1701.  He  was  much  admired  as  a 
musician  and  teacher. 

Denner.  Nuremberg  family  of  woodwind 
instrument  makers.  Johann  Christoph  Denner 
(1655-1707),  a  player  as  well  as  a  skilled  crafts- 
man, has  been  credited  with  having  developed 
the  clarinet.  He  experimented  with  tuning 
joints,  the  shape  of  the  bore  and  the  placement 
of  note  holes  on  his  instruments  (oboes, 
clarinets,  bassoons,  recorders,  rackets  and 
chalumeaux).  His  instruments  were  renowned 
for  their  superior  playing  properties.  His  sons 
continued  his  work,  adding  the  transverse  flute 
to  their  inventory. 
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Dilherr,  Johann  Michael  (1604  69). 
Popular  poet  and  theologian.  Dilherr  lived  and 
worked  in  Saxony  until  1642  when  he  left  a 
professorship  at  Jena  University  to  take  up  the 
post  of  headmaster  at  the  Nuremherg  Egidicn 
Gymnasium;  within  four  years  he  had  also 
hecome  a  senior  figure  in  the  hierarchy  of 
the  Sebaldkirche.  He  was  a  member  of  the 
Pegncsische  Blumenorden  (a  society  of  poets 
and  scholars),  and  wrote  poetry  for  S.  T. 
Staden  and  J.  E.  Kindermann.  The  dialogues, 
on  which  he  collaborated  with  Kindermann 
Mosis  Plug  (1642)  was  the  first  for  the  ser- 
vices at  the  Sebaldkirche,  are  important  in 
the  evolution  of  the  German  oratorio.  Dilherr 
delivered  a  public  oration,  De  ortu  el  progressu, 
usu,  et  abttsu  musiiae,  in  1643  and  produced 
at  least  one  musical  composition  of  his  own 
{Heiltge  Chorwoche,  1653). 

Eberlin,  Daniel.  See  Northern  Europe  4 
Saxony  and  Thunngta. 

Ehe.  Nuremberg  family  of  brass  instrument 
makers  contemporary  with  the  Haas  and 
Hainlcin  families.  Isaak  (1586-1632)  and 
Georg  Ehe  (1595  1668)  founded  the  firm, 
though  they  quarrelled  and  one  sued  the  other. 
They  made  trumpets,  horns  and  trombones  of 
the  highest  standard,  often  intricately  decor- 
ated. Another  family  member,  Fricdrich  Ehe 
(1660-1743),  was  one  of  the  first  to  make 
higher-pitched,  doubly-wound  trumpets  (one 
instrument  from  1741  survives)  which  were 
played  in  late  18th-  and  early  19th-century 
orchestras. 

Falckcnhagen,  Adam  (1697  1761).  Lutenist 
who,  after  a  long  apprenticeship  at  Weisscn- 
fels,  Dresden  (where  he  studied  with  S.  L. 
Weiss),  Jena  and  Weimar,  was  appointed  a 
'Virtuosissimo'  of  the  Bayreuth  court  by  Mar- 
grave Friedrich  in  1736.  In  Nuremberg  during 
the  1740s,  he  was  one  of  the  last  important 
lutenists  to  publish  collections  of  solo  and 
chamber  music  for  his  instrument. 

Fischer,  Johann.  Sec  Northern  Europe  7 
Itinerant  Musicians. 

Franck,  Johann  Wolfgang.  See  Northern 
EUROPE  /  North  Germany:  Hamburg. 

Franck,  Melchior.  See  Northern  Europe  4 
Saxony  and  Thunngta. 

Graf,  Johann.  See  Northern  Europe  4 
Saxony  and  Thunngta. 

Haas.  Most  famous  of  the  Nuremberg  families 
of  brass  instrument  makers.  Johann  Wilhelm 
Haas  (1649- 1 723)  learnt  the  trade  from  Hans 
Hainlein.  His  sons,  Wolf  Wilhelm  (1681 
1760)  and  Ernst  Johann  Conrad  (1723-92), 
signed  their  father's  name  to  their  instru- 
ments, which,  for  three  generations,  were 


much  sought  after  throughout  Europe. 
Twelve  solid-silver  state  trumpets,  made  by 
Wolf  Wilhelm  Haas  in  1744  for  the  Elector 
Palatine  Carl  Theodor,  survive. 

Haiden,  Hans  ( 1 536- 1 6 1 3).  Copper  merchant, 
musical  instrument  inventor  and  maker, 
organist  and  writer  who  served  as  a  Nurem- 
berg senator.  He  invented  the  Geigenwerk, 
a  keyboard  instrument  which  depended  on 
parchment-covered  wheels  (instead  of  jacks) 
to  produce  a  bowed  string  effect  with  vibrato 
and  dynamic  shading  as  well  as  sustaining 
power.  He  publicized  it  in  a  pamphlet, 
published  in  Latin  (1605)  and  German 
(Geigenwerk,  musicale  instrumentum  refor- 
mat urn,  1 6 10);  when  describing  the 
Geigenwerk,  Praetorius  quoted  from  this  pam- 
phlet in  his  Syntagma  musieum  (ii,  161 8).  In 
1606  1 1. mien's  son  Hans  Christoph  (1572- 
161 7)  gave  a  performance  on  it  in  Kasscl 
before  Moritz,  Landgrave  of  Hesse. 

Hainlein.  Nuremberg  family  of  brass  instru- 
ment makers  (previously  coppersmiths).  The 
first  members  of  the  family  to  make  instru- 
ments were  Sebastian  the  elder  (d  1631),  and 
his  brother  Sebastian  the  younger  (1594- 
1655),  a  trombonist  and  aspiring  Stadtpfeifer 
(a  status  he  never  attained)  whose  son  Paul 
(1626-86)  not  only  made  trumpets  and  trom- 
bones but  also  held  organ  posts  in  Nuremberg 
and  composed  modest  songs  and  instrumental 
music.  Paul  was  sent  to  Munich  (1646-7)  and 
Italy  (1647  8)  to  study  and,  in  1655,  suc- 
ceeded J.  E.  Kindermann  as  organist  of  the 
Egidienkirche;  three  years  later  he  gained  the 
prestigious  post  of  organist  at  the  Sebald- 
kirche. Paul's  son  Michael  (1659  1725)  was 
also  a  maker  who  devised  a  new  bell  shape, 
later  popularized  by  makers  of  the  Haas 
family. 

Haussmann,  Valentin  (1 565/70-1 614).  Well- 
travelled  poet,  editor  and  composer,  who  pub- 
lished most  of  his  songs  and  dance  music 
in  Nuremberg.  Haussmann  was  educated  in 
Regensburp  and  held  posts  at  a  succession  of 
courts,  cities  and  bourgeois  households.  At 
some  point  he  must  have  spent  time  in  Poland, 
because  he  included  Polish  dances  in  his  first 
publication  of  instrumental  music  (1598).  He 
translated  Italian  texts  into  German  and  reset 
existing  melodies.  In  1604  he  issued  three 
further  collections  -  a  potpourri  of  songs  and 
dances  and  two  collections  of  dances  for  five 
or  six  viols  and  (for  the  first  time  in  Germany) 
an  occasional  violin.  I  le  also  tried  his  hand  at 
a  monothematic  fuga. 

Herbst,  Johann  Andreas.  See  Northern 
Europe  5  West  Germany  and  the  Rhtneland. 
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Hurlebusch,  Conrad  Friedrich.  See  North- 
ern EUROPE  7  Itinerant  Musicians. 

Jeep,  Johannes  (1581, 2-1644).  Organist  and 
composer  whose  tenure  (1613-25)  at  the  Wei- 
kersheim  court  as  Kapellmeister,  organist  and 
diplomat  was  interrupted  by  the  Thirty  Years 
War.  Jeep  received  his  training  at  Celle  and 
then  spent  time  in  Nuremberg  where  he  came 
in  contact  with  H.  L.  Hassler,  Valentin 
Haussmann  (who  in  1607  composed  a  song 
cntided  lJep,  Dillentent')  and  J.  A.  Herbst, 
who  influenced  his  popular  Studentengartlems 
erster  Theil  (1605).  He  also  travelled  to  Paris 
and  Venice.  In  1607  he  published  his  first 
collection  of  four-part  hymns  and  psalm  set- 
tings, which  won  praise  from  Praetorius;  after 
the  dissolution  of  the  Hohenlohe  court  at  Wei- 
kersheim,  Jeep  devoted  his  energies  to  com- 
pleting a  Hohenlohe  hymnbook,  which 
appeared  in  1629.  His  last  years  were  spent  in 
Frankfurt  am  Main,  as  organist  of  the 
cathedral  and  civic  Kapellmeister. 

Kindermann,  Johann  Erasmus  (1616—55). 
The  most  original  composer  of  the  Nuremberg 
School.  A  pupil  of  Johann  Staden,  Kin- 
dermann benefited  from  study  in  Venice  and 
Rome  (1635),  which  gave  him  a  fluency  in  all 
the  genres  current  in  his  day.  Having  begun 
as  a  bass  singer  and  violinist  at  the  Frauen- 
kirche,  he  became  second  organist  there  in 
1636;  after  serving  a  few  months  as  organist 
at  Schwabisch-I  Iall,  he  took  up  the  organ  post 
at  the  Egidicnkirchc  in  Nuremberg.  His  pupils 
included  Hcinrich  Schwemmer,  G.  C.  Wec- 
ker,  Johann  Agricola  and  Augustin  Pfleger. 

Although  Kindermann  composed  primarily 
vocal  music  (motets,  dialogues  and  cantatas) 
in  both  the  prima  prattica  and  the  seconda 
prattica,  he  published  two  important  instru- 
mental collections.  The  Harmonia  organica 
(1645)  -  the  last  German  collection  to  be 
notated  in  tablature  and  one  of  the  first  to  be 
engraved  -  is  idiomatically  particular  to  the 
organ,  exploiting  its  technical  and  acoustical 
possibilities  in  25  contrapuntal  pieces.  The 
Canzoni,  sonatae  (1653)  contains  41  works  for 
one  to  three  violins,  cello  and  continuo,  and 
provides  one  of  the  first  instances  of  scor- 
datura. 

Kircher,  Athanasius.  See  Italy  7  Papal 
States:  Rome. 

Krieger,  Johann.  Sec  Northern  Europe  4 

Saxony  and  Thuringia. 
Krieger,  Johann  Philipp.  See  Northern 

Europe  4  Saxony  and  Thurtngia. 
Kusser,  Johann  Sigismund.  See  Northern 

EUROPE  7  Itinerant  .Musicians. 
Ltihner,  Johann  (1645  1705).  Nuremberg 
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tenor,  organist  at  St  Lorenz  (from  1694)  and 
composer  of  more  than  300  devotional  songs 
and  three  known  operas.  Lohner  acquired  his 
musical  training  from  his  uncle,  G.  C.  VVecker, 
who  adopted  him  in  1660.  He  worked  in  Bay- 
reuth  and  travelled  to  Vienna,  Salzburg  and 
Leipzig  before  settling  in  Nuremberg  in  1672. 
Pachelbel,  Johann  (1653-1706).  Remarkable 
organist,  teacher  and  composer  known  today 
mainly  through  his  three-part  Canon  in  D 
over  an  ostinato  bass.  Though  he  is  usually 
associated  with  Nuremberg,  it  was  only  in  the 
last  decade  of  his  life  that  Pachelbel  served  as 
organist  of  the  Sebaldkirche.  A  gifted  intel- 
lectual, he  was  awarded  a  scholarship  to  study 
at  the  Regensburg  Gymnasium  Poeticum 
(1670)  and  although  a  Lutheran,  in  1673  he 
accepted  the  post  of  deputy  organist  at  the 
Stephansdom,  Vienna,  where  he  undoubtedly 
encountered  German  and  Italian  Catholic 
music.  He  served  as  Eisenach  court  organist 
under  the  Kapellmeister  Daniel  Eberlin  for  a 
year  before  taking  up  the  organ  post  at  the 
Erfurt  Predigerkirche  in  1678. 

He  remained  12  years  at  Erfurt,  marrying 
and  establishing  a  close  friendship  with  the 
Bach  family.  In  accordance  with  his  duties  at 
the  Predigerkirche  -  and  being  restrained 
from  improvising  within  the  service  -  Pach- 
elbel composed  a  wealth  of  chorale  preludes 
which  embrace  all  of  the  textures  and  tech- 
niques of  the  day,  as  well  as  organic  and  seam- 
less toccatas,  polythematic  ricercares  (in  white 
notation),  modal  fantasias  in  a  variety  of  styles, 
and  chaconnes  and  fugues  of  great  vitality 
and  artistry.  After  the  plague  of  1683,  during 
which  he  lost  his  first  wife  and  baby,  he  pub- 
lished the  Musicalische  Sterbens-Gedancken 
(which  contains  four  sets  of  chorale 
v  ariations).  I  le  also  composed  at  least  2 1  harp- 
sichord suites,  which  not  only  reveal  the 
cosmopolitan  influence  of  Froberger  but  also 
his  own  fascination  with  tempered  tuning  - 
that  is  to  say,  little-used  keys  -  and  enhar- 
monic notes. 

In  1690  Pachelbel  took  up  residence  in 
Stuttgart,  at  the  Wurttemberg  court,  where  he 
enjoyed  the  patronage  of  Duchess  Magdalena 
Sibylla.  But  his  stay  was  cut  short  by  the  threat 
of  French  invasion  in  1692.  In  the  interim, 
before  succeeding  G.  C.  VVecker  at  Nurem- 
berg, Pachelbel  served  as  the  town  organist  at 
Gotha.  During  this  final  and  distinguished 
phase  of  his  career,  he  produced  motets,  sacred 
concertos  (which  draw  upon  combinations  of 
biblical,  chorale  and  other  poetic  texts),  and 
1 1  settings  of  the  Magnificat  (employing  five- 
part  chorus  and  double  choruses,  wind,  brass 
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and  strings),  as  well  as  95  Magnificat  fugues 
for  organ,  which  represent  a  synthesis  of 
Lutheran  and  Catholic  sacred  styles.  In  the 
late  1 690s  he  published  a  collection  of  six 
suites  for  two  violins  and  continuo  (Musica- 
lische  Ergotzung),  conceived  for  amateur  music 
making,  and  the  Hexachordum  Apollims  (1699) 
for  organ  or  harpsichord. 

Three  of  his  four  children  followed  him  into 
musical  careers:  Wilhelm  Hieronymus  (1686 
1764),  much  his  father's  most  promising  pupil, 
became  organist  at  the  Sebaldkirchc  (after  J. C. 
Richter)  and  a  composer  of  keyboard  music; 
Carl  Theodor  (1690-1750),  also  an  organist 
and  composer,  emigrated  to  North  America 
when  he  was  about  40  years  of  age,  and  worked 
on  the  east  coast  in  Boston,  Newport,  New 
York  and  Charleston;  Johann  Michael  (b  1692) 
was  an  instrument  maker. 
Pfeiffer,  Johann  (1697-1761).  Violinist  and 
composer  of  instrumental  music  at  the 
Weimar  and  Bayreuth  courts.  Pfeiffer  studied 
at  the  universities  of  Halle  and  Leipzig  before 
taking  up  an  appointment  as  a  violinist  at  the 
Weimar  court  in  1720.  He  remained  there 
until  1733,  serving  as  Kapellmeister  from  1726 
and  travelling  in  the  Low  Countries  and 
France  with  Duke  Ernst  August  during  1729- 
30.  From  1734  he  served  Margravine  Wilhel- 
mine  at  Bayreuth  and  was  honoured  with  the 
title  of  Ho/rat  in  1753.  Pfeiffer  composed 
sonatas  for  one  instrument  (viola  d'amore, 
viol,  oboe  d'amore,  violino  piccolo  and  lute) 
some  accompanied  by  harpsichord  obbligato 
as  well  as  overtures,  symphonies  and  con- 
certos. 

Pistocchi,  Francisco  Antonio  Mamiliano. 
See  Italy  7  Papal  States:  Bologna-Ferrara. 

Platti,  Giovanni  Benedetto  (c  1700  1763). 
Venetian  composer  who  in  1722  took  up  a  post 
at  the  court  of  the  Bishop  of  Wiirzburg  (along 
with  his  compatriots  G.  B.  Bassani  and  For- 
tunato  Chelleri).  When  the  bishop  died  in 
1724,  most  of  the  musicians  dispersed, 
although  Platti  stayed  on  as  a  singing  teacher 
and  virtuoso  di  camera  for  he  was  also  pro- 
ficient on  the  flute,  oboe,  violin,  cello  and 
harpsichord.  Not  surprisingly,  his  early 
sonatas  are  cast  in  the  Italian  Baroque  style 
and  the  later  ones  in  the  German  galant  style. 

Schmid,  Balthasar  (1705  49).  Distinguished 
Nuremberg  music  engraver  and  printer, 
whose  work  can  be  seen  in  the  first  editions  of 
J.  S.  Bach's  Clavier- V bung  and  the  Goldberg 
Variations,  C.  P.  E.  Bach's  Prussian  Sonatas 
and  Telemann's  portrait  and  autobiography. 
Schmid  was  also  a  composer  of  chamber  music 
for  amateurs. 


Schutz.  Nuremberg  instrumentalists  and  com- 
posers, father  and  sons.  Gabriel  Schutz  (1633- 
1710)  learnt  the  viol  from  Nicolaus  Bleyer 
while  studying  in  Liibcck.  After  a  year  in 
Hamburg  he  settled  in  Nuremberg  in  1656 
where  ten  years  later,  after  touring  in  South 
Germany  as  a  viol  and  cornctt  soloist,  he  was 
formally  appointed  a  town  musician.  Firm  in 
his  Protestantism,  Schutz  remained  at 
Nuremberg,  despite  offers  of  posts  at  the 
Catholic  courts  of  Stuttgart  and  Vienna.  Only 
trio  sonatas  and  partitas  for  flute,  violin,  viol 
and  continuo  surv  ive.  He  taught  J.  P.  Krieger 
and  Konrad  I  Ioffler  as  well  as  his  sons,  Johann 
Jacob  and  Jacob  Balthasar  (1 661 -1700;  a 
singer,  violinist  and  composer  of  chamber 
music).  Both  sons  were  associated  with  the 
Ansbach  court.  Jacob  Balthasar  Schutz 
married  the  daughter  of  Paul  Hainlein. 

Schwcmmer,  Hcinrich  (J  1696).  Nuremberg 
singing  teacher,  composer  of  sacred  vocal 
music  and  joint  civ  ic  director  chori  musici  (pro- 
ducing music  for  weddings  and  funerals)  with 
Paul  Hainlein.  Schwemmer  worked  with  G.  C. 
Wecker  (a  fellow  pupil  of  J.  E.  Kindermann)  in 
training  the  next  generation  of  Nuremberg 
musicians. 

Spiridio.  See  Northern  klropf.  7  Itinerant 
Musicians. 

Staden,  Johann  (1581-1634).  Nuremberg 
organist  and  versatile  composer  who  founded 
the  Nuremberg  School.  Staden  was  a  prodigy 
who  had  gained  a  reputation  as  a  celebrated 
organist  by  the  age  of  18.  After  serving  as 
court  organist  at  Bayreuth  (from  about  1604 
until  1611),  Staden  returned  to  Nuremberg 
where  he  held  a  series  of  church  posts, 
crowned  by  that  at  the  Sebaldkirchc.  He  was 
invited  back  to  Bayreuth  by  Margrave  Chris- 
tian in  161 8  -  along  with  Michael  Praetorius, 
Scheidt  and  Schutz  -  to  test  the  new  organ 
there.  His  most  important  pupils  were  his  son 
Sigmund  Theophil  Staden  and  J.  C.  Kin- 
dermann. 

Staden  popularized  the  use  of  basso  continuo, 
advocated  independent  instrumental  accom- 
paniments and  introduced  the  solo  concerto 
to  Nuremberg  audiences.  After  publishing 
German  polyphonic  songs  (1606-10)  and 
Latin  motets  (Harmoniae  sacrae,  1616),  with 
and  without  continuo,  Staden  published 
the  first  major  sacred  music  (for  solo  voices, 
choruses  and  mixed  vocal  and  instrumental 
ensembles)  with  German  texts:  Kirchen-Music 
(1615-16).  Like  Schein  and  Melchior  Franck 
he  composed  motet  dialogues  (two  are 
included  in  Hauss-Music,  1628);  his  Hertzen- 
trosts-Mustca  became,  in  1630,  the  first  col- 
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lection  of  monodies  to  be  published  in  Nurem- 
berg. 

Staden,  Sigmund  Theophil  (1607-55). 
Leading  Nuremberg  instrumentalist,  com- 
poser and  theorist  who  composed  the  first 
extant  Singspiel.  He  was  the  son  of"  Johann 
Staden,  from  whom  he  learnt  the  violin,  organ 
and  composition. 

At  the  age  of  13  he  was  given  a  grant  by  the 
Nuremberg  city  council  to  study  in  Augsburg 
with  Jakob  Paumann  (once  the  protege  of 
Lassus  at  Munich);  during  his  three  years 
with  Paumann,  Staden  mastered  a  variety  of 
keyboard  and  wind  instruments  (cornett, 
trombone  and  bassoon)  and  the  viola,  while 
pursuing  a  course  of  lessons  in  composition. 
Apart  from  six  months'  leave  to  study  the  viol 
and  viola  bastarda  in  Berlin  with  Walter  Rowe 
the  elder  during  1627,  Staden  passed  his  career 
fruitfully  in  Nuremberg  as  a  city  instru- 
mentalist (from  1627)  and  organist  of  St 
Lorenz  (from  1634). 

In  1643  he  directed  a  large-scale  concert  of 
music  by  himself,  Lassus,  Hans  Leo  Hassler 
(whom  he  had  met  while  in  Augsburg)  and 
Giovanni  Gabrieli,  which  required  the  ser- 
vices of  all  the  musicians  of  Nuremberg.  The 
following  year  he  produced  Seelewig,  a  Sing- 
spiel,  'in  the  Italian  manner1.  He  published  it, 
along  with  eight  other  theatre  pieces  (made 
up  of  strophic  songs,  spoken  dialogue  and 
instrumental  interludes)  in  the  journal 
Frattenzimmer  Gespriichspiele  during  the 
1640s.  In  1644  and  1645  Staden  collaborated 
with  Johann  Klaj  on  sacred  plays  not  unlike 
Singspiels  -  containing  solos,  choruses  and 
instrumental  interludes  in  alternation  with 
spoken  text  -  which  were  performed  on 
Sunday  evenings  at  the  Sebaldkirche.  He  also 
organized  the  music  for  the  banquet  held  in 
1649  at  which  Nurembergers  celebrated  the 
end  of  the  Thirty  Years  War. 

Though  hardly  the  products  of  a  profound 
or  forward-looking  composer,  Staden's 
strophic  songs,  which  appeared  in  two  col- 
lections (Seelen-Music,  1644-8,  and  Musica- 
lischer  Friedens-Gesdnger,  1651),  were  locally 
acclaimed.  His  Rudtmentum  mustcum  (3rd  edn, 
1648)  served  the  Nuremberg  schools  as  a 
useful  elementary  theoretical  text. 

Torelli,  Giuseppe.  See  Italy  7  Papal  States: 
Bologna-Ferrara. 

Torri,  Pictro.  See  Central  eirope  /  South 
Germany:  Munich. 

Wecker,  Georg  Caspar  (1632-95).  Nurem- 
berg organist  and  minor  composer.  With 
Heinrich  Schwemmer  (who  taught  singing 
and  rudiments  of  music),  he  was  the  influential 
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keyboard  and  composition  teacher  of  Nikolaus 
Dcinl,  J.  B.  Schiitz,  Max  Zcidler,  Johann 
Krieger  and  Pachelbel.  Wecker  himself  had 
studied  with  Kindermann  and,  after  a  suc- 
cession of  posts  at  Nuremberg  churches,  was 
appointed  organist  at  the  Sebaldkirche  in  1686. 
Weigel.  Nuremberg  family  of  engravers,  pub- 
lishers and  art  dealers.  Christoph  (4der  Altere') 
(1654- 1 725)  founded  the  family  firm,  spe- 
cializing in  art,  music  and  books  on  music. 
His  brother  Johann  Christoph  (1661-1725) 
published  some  of  Pachelbel's  music  and  a 
series  of  plates  entitled  Musicalisches  theatrum 
(ci-jii)  depicting  instrumentalisLs  being  led 
by  a  conductor  (see  Plates  28  and  29).  Chri- 
stoph ('der  Jungere')  (1703-77)  printed  the 
second  volume  of  Bach's  Clavier-Ubung  in 
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Baron,  Ernst  Gottlieb.  See  Northern 
Europe  4  Saxony  and  Thuringia. 

Fischer,  Johann  (1646— 1716/ 17).  Violinist 
and  composer  who,  after  studies  with  S.  F. 
Capricornus  in  Stuttgart,  travelled  extensively 
throughout  his  life.  Of  particular  significance 
were  the  five  years  (1665-70)  spent  in  Paris 
working  as  one  of  Lullv's  copyists.  After 
spending  the  1670s  and  80s  in  South  and 
central  Germany  (at  Stuttgart,  Augsburg  and 
Ansbach),  he  took  a  post  in  the  Latvian  court 
of  Duke  Friedrich  Casimir  of  Kurland  (1690- 
7).  During  the  first  decade  of  the  new  century 
he  worked  mainly  in  the  north  -  in  Poland, 
Liineburg,  Schwerin  and  Copenhagen  -  as 
well  as  in  Bayreuth.  I  lis  final  years  were  spent 
in  Brandenburg,  as  Kapellmeister  to  Margrave 
Philipp  Wilhelm  at  Schwedt. 

Forster,  Kaspar  (1616—73).  Bass  singer  known 
for  his  three-octave  range,  composer  and 
Kapellmeister.  A  native  North  German,  he 
studied  in  Rome  with  Carissimi  (1633-6)  - 
also  spending  time  in  Venice  in  the  1650s  - 
and  then  brought  the  Italian  style  northwards 
to  Danzig  and  the  Danish  court.  Forster  also 
studied  with  Marco  Scacchi  while  serving  as 
a  singer  and  choral  conductor  at  the  Warsaw 
court  (c  1 638-43),  during  which  time  Scacchi 
became  involved  in  the  dispute  between  Fors- 
ter's  father  (of  the  same  name)  and  Paul 
Siefert  at  the  Danzig  Marienkirche.  From 


Copyrighted  material 


Northern  Europe  7  Itinerant  Musicians 


1652  until  1655,  and  again  from  1661  until 
his  retirement  in  1667,  Forster  worked  at  the 
Danish  court.  In  between,  he  returned  first 
to  Danzig  where  he  undertook  his  father's 
Kapellmeister  duties  (1655—7)  then  to  Venice, 
where  he  served  as  an  army  captain,  fighting 
in  the  fifth  Turkish  war  (after  which  he  was 
made  a  Knight  of  the  Order  of  St  Mark). 

He  composed  sacred  vocal  music,  which 
incorporated  very  low  bass  parts  (presumably 
to  suit  himself),  and  instrumental  works,  some 
of  w  hich  became  part  of  the  repertory  of  the 
Hamburg  collegium  musicum  (Forster  visited 
Hamburg  on  his  retirement  and  became 
friendly  with  Christoph  Bernhard).  Johann 
Mattheson  praised  his  voice  in  the  Grundlage 
einer  Ehren-Pforte  (1740)  and  mentioned  a 
sonata  (now  lost)  in  which  each  of  the  players 
was  directed  to  improvise  for  eight  bars  in  a 
free  style. 

Franck,  Johann  Wolfgang.  See  Northern 
EUROPE  /  North  Germany:  Hamburg. 

Funck,  David  (<-i630-aftcr  1690).  Bohemian- 
born  instrumentalist  (proficient  on  the  violin, 
clavichord  and  guitar),  composer,  poet  and 
writer  on  music  who,  despite  his  obvious 
talents,  was  unable  to  apply  them.  His  life 
appears  to  have  been  characterized  by  physical 
and  emotional  instability  and,  as  a  result,  he 
managed  to  publish  only  one  collection  of 
dance  music  (Stricturae  viola  di  gambkae,  ex 
sonatts,  ariis,  intradis,  allemandis),  for  four 
equal  viols,  w  hich  appeared  in  Leipzig,  Jena 
and  Rudolstadt  in  1677.  Although  well  known 
in  its  day,  his  Drama  passionate  (for  which  he 
wrote  both  text  and  music)  does  not  survive. 

Grunewald,  Gottfried  (1 675-1 739).  Singer, 
pantaleonist  and  composer.  Griincwald 
worked  as  a  bass  in  the  Hamburg  Opera  in 
1703,  while  composing  operas  (lost)  for 
Leipzig;  in  1704  he  sang  the  title  role  in  his 
Germanicus  at  Leipzig,  Hamburg  and  Naum- 
burg.  It  was  probably  while  at  Weissenfels 
(1709- 1 1),  serving  as  court  \\cc-Kapellmeister 
and  chamber  singer  under  J.  P.  Krieger,  that 
he  learnt  to  play  the  pantalcon  (its  inventor 
and  chief  exponent,  Pantaleon  Hebenstreit, 
had  been  at  the  Weissenfels  court  1698- 1706). 
In  17 1 3  he  took  a  permanent  appointment 
as  xicc-Kapellmeister  at  Darmstadt  under  his 
Hamburg  colleague  Christoph  Graupner. 
Graupner  composed  opera  roles  especially  for 
Griincwald,  and  together  they  provided 
cantata  cycles  for  the  royal  chapel  over  a  20- 
year  period  (1719-39). 

Haussmann,  Valentin.  See  Northern 
EUROPE  6  Middle  Germany. 

Hebenstreit,    Pantaleon.    See  Northern 


EUROPE  4  Saxony  and  Thuringia:  Dresden. 
Hesse,   Ernst   Christian.   See  Northern 
Europe  5  West  Germany  and  the  Rhineland. 
Ilurlebusch,    Conrad    Friedrich  (^1696- 
1765).  Much-travelled  harpsichord  virtuoso, 
organist  and  composer  who  used  his  native 
Brunswick  as  a  base.  From  there,  he  first  went 
to  Hamburg  and  Vienna,  where  he  spent  two 
years,  before  travelling  on  to  Italy.  In  1721  he 
returned  to  Brunswick  via  the  Bavarian  court 
w  here  he  declined  a  post  because  of  his  Prot- 
estant faith.  In  Brunswick  he  composed  his 
first  opera,  L'innocenza  difesa,  for  the  court 
but  instead  of  taking  a  permanent  post,  he 
accepted  the  post  of  Kapellmeister  of  the 
Swedish  court  (1721-5).  After  resigning,  he 
travelled  in  northern  Germany.  He  became 
acquainted  with  Telemann  and  Johann  Mat- 
theson at  1  lamburg  and  attempted,  in  vain,  to 
secure  an  invitation  to  the  English  court  from 
Hanover.  Before  returning  to  Brunswick  he 
visited  Kassel,  Eisenach,  Gotha  and  Bayreuth, 
where  in  1726  he  composed  Carnival  music 
and  declined  a  court  post.  The  following  year 
he  completed  Flavio  Cuniberto  (never  per- 
formed) and  a  theoretical  treatise.  Although 
he  hoped  to  secure  a  post  at  Hamburg  or  St 
Petersburg,   none    materialized.    His  last 
appointment  was  as  organist  of  the  Oude  Kerk 
in  Amsterdam  (1743).  As  in  Hamburg,  where 
he  had  once  been  the  subject  of  an  anonymous 
pamphlet,  Hurlebusch  attracted  continued 
criticism  in  Amsterdam. 
Kremberg,  Jakob   (c  1650-^1718).  Polish- 
born  instrumentalist,  composer  and  poet  who 
served  as  a  chamber  musician  to  a  Brand- 
enburg court  official  at  Halle  (1677),  the 
Swedish  court  at  Stockholm  (1678)  and  the 
Elector  of  Saxony  at  Dresden  (1691).  By  1689 
he  was  in  Dresden  where  he  published  his 
Musicalische  Gemiiths-Ergotzung,  a  collection 
of  accompanied  secular  songs  to  which  he 
appended  instructions  on  ornamentation  and 
playing  bowed  and  plucked  instruments.  He 
w  orked  for  tw  o  seasons  at  the  Hamburg  Opera 
(1693-5)  with  J.  S.  Kusser  and  by  1697  he 
had  settled  in  London.  He  made  himself 
know  n  there  first  as  a  freelance  instrumentalist 
(Kremberg  was  among  the  first  to  give  con- 
certs at  Hickford's  Dancing  School)  and  by 
1706  held  a  court  appointment;  two  years  later 
he  joined  the  Twenty-four  Violins. 
Krieger,  Johann  Philipp.  See  Northern 

EUROPE  4  Saxony  and  Thuringia. 
Kuhnel,  August  (1645-11700).  Well-travelled 
viol  player  and  composer;  his  son  Johann 
Michael  w  as  also  an  instrumentalist,  proficient 
on  the  viol,  violin  and  lute.  While  serving  at 
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the  Zeitz  court  (166 1-5)  Kiihnel  went  to  Paris 
ro  refine  his  viol  playing.  Still  in  the  employ 
of  the  Zeitz  court,  he  toured  in  Germany, 
performing  in  Dresden,  Frankfurt  am  Main 
(1669)  and  Munich  (1680-81),  where  he 
refused  a  post  for  reasons  of  religion.  In  1682 
and  1685  he  visited  London  where,  according 
to  the  London  Gazette  (1685),  he  performed 
'upon  the  Barritone'.  In  1686  he  exchanged 
his  Zeitz  post  for  one  at  Darmstadt,  serving 
the  Landgravine  Elisabeth  Dorothea  as  her 
viol  player  and  instrumental  director  (under 
W.  C.  Briegel)  for  the  next  two  years,  after 
which  he  was  appointed  to  a  similar  post  at 
Weimar.  His  last  appointment  was  as 
Kapellmeister  at  Kasscl  (1695-9),  during 
which  time  he  published  a  set  of  14  Sonate 
6  partite  (1698)  for  one  and  two  viols  with 
continuo. 

Kusser,  Johann  Sigismund  (1660- 1727). 
Contentious  Hungarian  violinist  and  com- 
poser who  travelled  in  Germany,  England  and 
Ireland  after  six  years'  study  with  Lully  in 
Paris  (where  he  was  known  as  Cousser).  His 
training  in  the  French  orchestral  style  made 
him  much  sought  after.  In  1682  he  published 
a  collection  of  orchestral  overtures  and  airs, 
Composition  de  musique  suivant  la  methode  fran- 
foisey  and  quickly  gained  an  appointment  at 
the  Ansbach  court  to  train  the  orchestra. 

In  1690  he  became  opera  Kapellmeister  at 
the  court  of  Brunswick-Wolfenbiittel,  but  left 
abruptly  for  I  lamburg  after  disputes  with  both 
court  poet  and  the  opera  manager.  He  fared 
little  better  at  Hamburg:  he  quarrelled  with 
the  opera  manager,  Jakob  Krcmberg,  who 
refused  to  let  Kusser  use  the  theatre  for  his 
opera  Porus  (1693);  to  Krcmberg's  con- 
sternation, Kusser  produced  it  elsewhere  with 
great  success.  Two  years  later,  Kremberg  left 
and  Kusser  assumed  his  duties  at  the 
Hamburg  Opera,  raising  the  standards  and 
broadening  the  repertory  with  the  works  of 
Carlo  Pallavicino  and  Agostino  Steffani. 
However,  he  soon  became  more  interested 
in  organizing  a  touring  company,  which  he 
accompanied  south  to  Nuremberg,  Augsburg, 
Stuttgart  and  Munich  (1697-8).  He  returned 
to  Stuttgart  in  1700  as  Oberkapellmeister  and 
published  two  more  collections  of  orchestral 
suites;  the  following  year  he  went  to  Italy  to 
recruit  musicians.  Eventually  he  fell  out  with 
his  colleagues  and,  in  1704,  resigned  to  seek 
new  opportunities  in  Britain,  where  he  spent 
the  next  22  years  -  first  as  a  private  tutor 
in  London  and  then  as  the  Chapelmaster  of 
Trinity  College,  Dublin  (171 1),  and  the  king's 
'Master  of  the  Musick'  in  Ireland  (1717).  Rela- 
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tively  little  is  known  of  his  years  in  England 
and  Ireland. 

Lohner,  Johann.  See  Northern  Europe  6 
Middle  Germany. 

Opitz,  Martin  (1597-1639).  Influential  Siles- 
ian  Protestant  poet  whose  verses  were  set  by 
the  leading  17th-century  German  composers, 
literary  theorist  who  led  the  way  to  important 
reforms,  and  librettist.  Opitz  travelled  widely 
through  necessity  during  the  Thirty  Years 
War;  in  1630  he  was  in  Paris,  awaiting  the 
defeat  of  the  Catholics  in  Silesia,  but  when 
the  Protestants  were  suppressed  in  1635,  Opitz 
took  refuge  in  Poland.  Nevertheless,  most  of 
his  patrons  were  Catholic  -  Emperor  Ferd- 
inand II,  who  made  him  his  court  poet  in 
1625  and  later  ennobled  him  (Opitz  became 
'von  Boberfcld'),  a  Silesian  count  whom  Opitz 
accompanied  on  a  political  mission  to  Poland, 
and  King  Wladyslaw  IV. 

Opitz  inaugurated  the  modern  era  of 
German  poetry  by  writing  in  High  German, 
avoiding  false  rhymes  and  regularizing  metres 
and  strophic  forms.  Heinrich  Albert,  Andreas 
Hammerschmidt,  C.  C.  Dedekind,  Jacob 
Hintze,  Caspar  Kittel,  J.  E.  Kindermann  and 
Schiitz  set  his  texts.  Opitz  the  librettist 
adapted  Rinuccini's  Dafne  for  Schiitz,  whose 
lost  opera  (1627),  is  considered  to  have  been 
the  first  German  opera. 

Rosenmullcr,  Johann.  See  Italy  4  Venice. 

Schickhardt,  Johann  Christian.  See  Low 
countries  /  United  Provinces. 

Spiridio  (1615-85).  Carmelite  organist  and 
composer  who  published  at  least  three 
volumes  of  Nova  instructio  pro  pulsandis 
organis,  spinettis,  manuchordis  (1669-75),  con~ 
taining  valuable  evidence  about  performing 
practices.  Spiridio  travelled  widely  in 
Germany  and  held  posts  in  Rome  (at  the  Col- 
legio  Germanico  in  1643),  the  South  Nether- 
lands, Prague  (1660)  and  Bamberg  (1664). 

Strungk,  Nicolaus  Adam  (1640-1700). 
Violinist,  organist  and  composer  who  worked 
in  his  native  North  Germany,  Saxony  and 
Vienna.  The  son  of  Delphin  Strungk 
( 1 600/01-1694),  organist  of  the  Marienkirche 
in  Brunswick,  Nicolaus  Adam  assisted  his 
father  from  an  early  age.  His  earliest  appoint- 
ments were  as  a  v  iolinist  at  the  courts  of  Wolf- 
enbiittcl  and  Cellc  (1660).  He  spent  the  years 
1 66 1 -5  at  the  Viennese  court,  returning  to 
Celle  only  to  find  that  the  court  orchestra 
had  been  disbanded,  so  he  took  a  post  at  the 
Hanover  court  of  Elector  Johann  Friedrich, 
interrupting  his  tenure  at  Hanover  to  serve 
as  cathedral  and  municipal  Kapellmeister  of 
Hamburg  (1678-82).  While  in  Hamburg  he 
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composed  his  most  successful  operas,  Esther 
(1680)  and  Semiramis  (1681).  He  returned  to 
Hanover  as  court  composer  and  organist 
(1682-6),  though  he  spent  the  last  two  years 
in  Rome  (where  in  1685  he  met  Corelli)  and 
Vienna. 

In  1688  Strungk  was  appointed  vice- 
Kapellmetster  and  chamber  organist  at  the 
Dresden  court  under  Christoph  Bernhard, 
whom  he  succeeded  at  Kapellmeister  four  years 
later.  At  much  the  same  time  he  acquired  the 
necessary  permission  to  found  an  opera  house 
in  Leipzig,  inaugurating  it  in  1693  with  his 
Alceste.  Encouraged  by  the  initial  success  of 
the  opera  house  and  eager  to  escape  the  ten- 
sions between  German  and  Italian  musicians 
at  Dresden,  Strungk  resigned  his  post  and 
moved  to  Leipzig  in  1696. 
Weiss,  Silvius  Leopold  (1686-1750).  Vir- 
tuoso lutenist  and  composer  of  nearly  600 
pieces.  Originally  from  Diisseldorf,  Weiss 
belonged  to  a  family  of  court  lutenists  working 
in  south-west  Germany.  Silvius  was  the  most 
gifted  of  the  family  and  sought  the  rewards 
available  to  a  virtuoso.  In  1706  he  gained  an 
appointment  at  the  Breslau  court  of  Count 
Carl  Philipp  and  composed  his  earliest  sur- 
viving partita.  He  soon  gained  the  attention  of 
the  Polish  Prince  Alexander  Sobieski,  who 
took  him  to  Rome,  where  he  mixed  with  the 
Scarlattis  and  other  musicians  at  the  residence 
of  the  prince's  mother,  Queen  Maria  Casimira. 

After  six  years  in  Rome,  Weiss  returned  to 
Germany  -  to  Kassel  and  home  to  Diisseldorf, 


before  accepting  a  very  highly  paid  post  in  the 
Dresden  Hof  kapclle  (ultimately  becoming  the 
highest  paid  instrumentalist  there).  Under  the 
terms  of  his  employment  he  was  allowed  to 
tour,  so  over  the  next  decade  he  made  trips  to 
Prague  (17 17,  1723  -  to  play  in  the  music 
for  the  coronation  festivities  of  Charles  VI), 
London  (171 8),  Vienna  (1718-19),  Munich 
(1722)  and  Berlin  (1728),  where  he  became 
friendly  with  J.J.  Quantz  and  the  lute-playing 
sister  of  Frederick  the  Great,  Wilhelmine.  He 
is  known  to  have  visited  Bach  and  performed 
with  the  collegium  musicum  at  Leipzig  in 
1739 

Weiss's  music  is  polished  and  idiomatic. 
His  suites  (notated  in  tablaturc  and  called 
'Suonaten'  and  'Partien')  begin  with  un- 
measured preludes  that  make  use  of  his  highly 
developed  fingering  systems  and  idiomatic 
legato  style.  Unlike  the  suites,  his  concertos 
for  lute  with  other  instruments  have  not  sur- 
vived. Sec  also  Central  Europe  /  South 
Germany,  Weiss. 
Zangius,  Nikolaus  (^1570-^1618).  Kapell- 
meister and  composer  of  sacred  and  secular 
Gesellschajtslieder.  Zangius  worked  in  North 
Germany,  Poland  and  Bohemia:  he  was  ap- 
pointed Kapellmeister  to  the  Prince-Bishop 
Philipp  Sigismund  of  Brunswick-Wolfen- 
buttel  at  I  burg,  then  at  Danzig  (1599),  where 
his  tenure  was  interrupted  by  plague.  He  took 
refuge  at  the  imperial  court  in  Prague,  and 
ended  up  at  Berlin  (1612),  where  he  was  fol- 
lowed by  other  musicians  from  Prague. 
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The  Austro-German  Courts 

The  history  of  music  1600-1750  in  the  Habsburg  lands  of  Austro-Bohemia  and  in 
the  southern  German  region  of  Bavaria  centres  on  the  relationship  between  indigen- 
ous talents  and  traditions,  and  outside  influences. 

Among  the  historical  events  and  developments  that  primarily  affected  the  shaping 
of  this  musical  culture  were  the  religious  tensions  and  changes  that  erupted  most 
markedly  in  the  first  half  of  the  17th  century,  and  the  rise  of  the  Habsburg  dynasty. 
While  the  dynastic  faith  of  the  Habsburgs  was  firmly  established  as  Catholic,  before 
1600  the  Protestant  Reformation  had  been  allowed  to  encroach  into  the  territories 
of  central  Europe,  where  it  took  diverse  forms  (including  a  strong  Calvinist  following 
in  Bohemia);  thus  in  the  period  1550-1600  there  was  religious  and  educational 
diversity,  and  an  impression  of  tolerance  (as  one  Catholic  observer  noted:  'In  affairs 
of  religion  everyone  does  as  he  pleases'),1  with  the  Catholic  establishment  in  central 
Europe  surviving  alongside  the  varied  manifestations  of  Protestantism.  A  decisive 
change  in  attitudes  came  about  after  1600.  The  strength  of  the  Counter-Reformation, 
growing  slowly  from  the  1550s  on,  increased  to  a  point  where  the  intellectual  zeal 
of  the  Jesuit  movement  (expressed  for  example  in  the  founding  of  educational 
institutions  such  as  the  Clementinum  (1556)  in  Prague)  was  now  matched  by  the 
political  ambitions  of  the  Habsburgs.  Although  these  developments  unfolded  in  a 
much  more  complex  and  less  consistent  way  than  can  be  suggested  by  a  brief 
summary,  nevertheless  by  1620,  with  the  Battle  of  the  White  Mountain  (near 
Prague),  the  Counter-Reformation  in  central  Europe  entered  an  aggressive  phase 
marked  by  policies  that  were  designed  to  enforce  the  essential  Catholic  religious 
unity  regarded  as  an  expression  of  loyalty  to  the  house  of  Habsburg.  Wars,  rebellions, 
purges,  persecution  and  enforced  exile  replaced  the  relatively  peaceful  situation 
obtaining  previously.  In  Bohemia  after  1620  Protestant  leaders  were  dealt  with 
severely  and  the  Protestant  community  at  large  was  subject  to  punitive  measures. 
The  Thirty  Years  War  (1618-48),  here  as  elsewhere,  caused  devastation  to  the 
indigenous  populace  and  to  the  stability  of  its  culture.  From  this  period  of  political 
and  religious  unrest  emerged  the  crucial  status  of  the  Habsburg  territories  as  centres 
of  the  Counter-Reformation.  With  the  Peace  of  Westphalia  in  1648  the  house  of 
Habsburg,  traditionally  holders  of  the  title  Holy  Roman  Emperor  and  (from  the 
1 6th  century  onwards)  Kings  of  Bohemia  and  Hungary,  now  gained  decisive  sov- 
ereignty over  its  inherited  lands  of  Austria  and  over  Bohemia.  The  Habsburg 
emperors  were  secured  in  their  leadership  of  German  Catholicism. 

Among  the  Habsburg  Emperor  Ferdinand  II's  supporters  at  the  Battle  of  the 
White  Mountain  were  Count  Tilly's  efficient  Bavarian  troops.  Bavaria  too  was 
an  important  scene  of  Counter-Reformation  activity,  from  the  intellectual  and 
educational  strides  of  the  16th  century  to  the  more  military  political  activism  of  the 
17th  century.  The  Catholic  university  of  Ingolstadt  in  Bavaria  (founded  1476) 
nurtured  generations  of  Jesuit  Counter-Reformers:  Emperor  Ferdinand  II,  whose 
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mother  Maria  was  descended  from  the  Bavarian  ruling  family,  was  himself  educated 
at  Ingolstadt  University.  These  Jesuit  centres  -  Ingolstadt,  the  Prague  Clementinum, 
the  Michaeliskirche  (inaugurated,  with  much  musical  pomp,  in  1597)  and  Collegium 
Grcgorianum  (founded  1 574)  both  in  Munich,  among  other  colleges  and  churches  - 
also  formed  leading  centres  of  musical  activity.  The  Jesuit  dramas  performed  with 
music,  cultivated  in  southern  Germany,  Austria  and  Bohemia,  have  been  seen  as 
preparing  the  ground  for  the  enthusiastic  adoption  of  Italian  opera.  (The  Benedictine 
institutions  in  Austria  -  among  them  Salzburg  University  -  were  similarly  centres 
of  music  and  drama).  Their  educative  aims  were  directed  not  only  at  the  student 
performers  (through  Latin  texts)  but  also  at  the  audiences:  biblical  and  allegorical 
subjects  were  conveyed  vividly  through  the  combination  of  dramatic  action,  spec- 
tacular scenes  and  costumes,  fine  rhetoric  and  music.  From  the  mid  16th  century, 
Jesuit  dramas  became  required  entertainment  at  court  festivities,  as  opera  was  to 
become  later:  celebrated  occasions  such  as  the  wedding  of  Wilhelm,  heir  apparent 
to  the  dukedom  of  Bavaria,  and  Renata  of  Lorraine  in  1 568,  when  the  splendid 
Munich  court  musical  events  were  under  the  direction  of  Lassus,  included  per- 
formances of  Jesuit  dramas  -  in  this  particular  case  a  Tragedy  of  Samson  the  Strong, 
with  incidental  music  by  Lassus.  Biblical  subjects  might  include  those  with  musical 
implications  such  as  the  drama  of  King  David  {David  . . .  prudens)  performed  at  the 
Clementinum  in  1673.  There  is  evidence  that  the  music  of  the  Jesuit  dramas  (much 
of  which  has  not  survived)  was  designed  to  match  characters  and  Affekte  rather  than 
simply  to  decorate  the  action. 

It  could  be  said  that  court  music  itself  was  designed  not  only  to  decorate  court 
life,  but  also  to  convey  and  consolidate  fundamental  religious  and  political  ideals. 
The  maintenance  of  a  Hof  kapelle  (often  founded  on  illustrious  precedents  such  as 
the  grandiose  Kantorei  directed  at  Munich  by  Lassus  as  Hof  kapellmeister,  1563-94) 
was  inspired  at  the  Baroque  courts  by  a  network  of  interlocking  motives,  personal, 
cultural,  political  and  religious.  The  organization  and  location  of  a  Hof  kapelle  might 
suffer  changes  imposed  by  political  events.  Munich  court  musicians  moved  in  the 
early  18th  century  with  their  elector  (Maximilian  II  Emanuel)  first  to  Brussels  and 
then  in  exile  to  France  (the  court  becoming  increasingly  francophile  in  taste)  before 
returning  to  Munich  in  171 5.  Meanwhile,  performances  of  Italian  opera  ceased 
temporarily  at  Munich.  It  cannot  be  assumed  however  that  the  fortunes  of  a  court 
necessarily  affected  the  long-term  continuity  of  its  musical  life.  While  Vienna  was 
catastrophically  disrupted  by  the  great  plague  of  1679-80  and  by  the  Turkish  threat 
culminating  in  the  siege  of  the  city  in  1683,  the  overall  impression  is  of  a  continuing 
concern  for  (and  vast  expenditure  on)  music  at  court,  even  in  difficult  times.  Clearly 
musical  patronage  depended  on  factors  besides  the  purely  political  or  economic. 
Personal  piety  was  one  important  factor,  given  public  expression  through  music  and 
ceremonial.  The  celebration  of  Gottesdienst  (Divine  Service)  with  the  emperor  and 
his  entourage  regularly  in  attendance  at  various  churches  and  chapels  in  Vienna  was 
a  spectacular  event.  It  served  to  emphasize  the  identification  of  Habsburg  rule  with 
the  Catholic  faith.  Ferdinand  II  practised  devoutly,  and  daily,  the  observances 
pertaining  to  his  religion.  Under  Ferdinand  and  his  successors,  members  of  the 
central  Habsburg  Hof  kapelle  in  Vienna  kept  up  the  composition  and  performance 
of  liturgical  music  (in  learned  stile  antico  as  well  as  in  modern  concertato  style), 
intricately  linked  with  the  court  and  church  calendars.  Court  composers  were  not 
limited  to  practising  an  ephemeral  art  of  little  wider  significance.  Although  much 
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court  music  was  naturally  of  an  occasional  kind,  its  style  was  not  therefore  necessarily 
trivial.  The  tradition  of  stile  antico  in  Vienna  found  its  apogee  in  Fux,  who  regarded 
it  as  his  vocation  to  preserve  the  old  style  with  its  deeply  learned  associations,  and 
whose  teachings  continued  to  influence  profoundly  the  study  of  counterpoint  well 
beyond  his  own  time. 

Personal  taste  and  patronage  formed  another  crucial  clement  in  court  music. 
Among  some  remarkable  individuals  responsible  for  musical  patronage  was  the 
gifted  Henriette  Adelaide  of  Savoy,  who  (apparently  homesick  at  the  Munich  court, 
where  she  came  in  the  1650s  as  the  young  bride  of  the  Elector  Ferdinand  Maria) 
gathered  around  her  for  her  own  distraction  and  cultural  satisfaction  a  coterie  of 
Italian  artists.  She  herself  wrote  poetry  (there  is  a  court  reference  to  her  as  'nostra 
illustre  poetessa'),2  sang,  danced  in  ballets,  and  played  lute  and  harp:  there  are 
records  of  family  music-making  with  Henriette  Adelaide  as  singer,  Ferdinand  Maria 
playing  cembalo,  and  his  brother  Maximilian  Philipp  performing  on  the  recorder. 
A  particular  favourite  was  Giovanni  Battista  (Giambattista)  Maccioni,  Munich  court 
chaplain,  poet  and  musician,  and  outstandingly  talented  as  a  harpist.  Maccioni 
taught  Henriette  Adelaide  harp,  and  collaborated  with  her  on  the  texts  of  various 
musico-dramatic  works.  In  his  dedication  of  the  libretto  of  his  dramma  musicale 
L'Ardelia  (1660)  to  Henriette  Adelaide  he  refers  to  the  'darkness'  of  his  soul,  which 
could  not  have  found  illumination  without  the  'bright  rays'  of  the  illustrious 
Adelaide's  lofty  intellect.3  Besides  the  required  adulation  there  seems  to  be  real 
admiration  here  for  Henriette  Adelaide  as  patroness  and  connoisseur. 

A  succession  of  equally  notable  musical  patrons  occupied  the  powerful  post  of 
prince-archbishop  at  the  court  of  Salzburg.  The  widely  cultured  Archbishop  Wolf 
Dietrich  (r.  1587-1612)  had  studied  at  the  Catholic  Collegio  Germanico  in  Rome 
and  envisaged,  as  well  as  a  redesigned  Salzburg,  a  re-creation  of  his  Italian  life  on 
Austrian  soil:  his  first  Hof kapellmeister  was  the  Cremonese  Tiburtio  Massaino. 
Significantly,  Wolf  Dietrich's  last  Kapellmeister ,  Peter  Guctfreund,  italianized  his 
name  to  become  Pietro  Bonamico.  Wolf  Dietrich's  successor,  also  an  alumnus 
of  the  Roman  Collegio  Germanico,  Archbishop  Marcus  Sitticus  von  Hohenems 
(r.  1 61 2-19;  brother  of  another  important  patron  of  the  arts,  Count  Kaspar  von 
Hohenems),  was  even  more  deeply  interested  in  Italian  culture:  through  his  Italian 
mother  and  her  connections,  as  well  as  his  own  inclinations,  he  was  inspired  to 
maintain  a  link  with  Italy  during  his  Salzburg  reign.  In  Rome  he  built  the  Palazzo 
Altemps;  among  its  accoutrements  was  an  integral  theatre  (restored  and  still  in  use 
this  century  for  theatrical  performances).  At  his  Salzburg  residence  the  italianate 
court  theatre  (inaugurated  161 4)  was  described  by  the  chronicler  Matthias  Weiss 
(first  Rcktor  of  Salzburg  University,  founded  1622  with  its  own  theatres)  as  very 
fine  and  artistically  arranged  with  changeable  scenery  ('versabilibus  machinis').4 
And  at  the  nearby  palace  of  Hellbrunn  (built  161 5  as  the  Archbishop's  summer 
residence)  he  instigated  seemingly  the  first  'natural'  theatre  of  the  time  and  the  first 
such  on  Austro-German  ground,  the  Steintheater,  created  out  of  a  rocky  grotto  that 
lent  itself  to  transformation  into  an  outdoor  stage  with  generous  accommodation  for 
audience,  and  w  as  obviously  particularly  well  suited  to  the  performance  of  pastorals. 
In  pioneering  Italian  Baroque  theatre  design  at  Salzburg,  Marcus  Sitticus  also 
pioneered  the  introduction  of  opera  from  Italy:  from  16 14  onwards  his  court  and 
guests  witnessed  performances  of  a  series  of  Italian  operas  including  an  Orfeo  (1614, 
repeated  1617-19  for  various  state  visits)  and  an  Andromeda  (1616,  repeated  1617- 
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1 8)  at  the  Residenz-Theater  to  celebrate  the  marriage  of  his  nephew  Jakob  Hannibal 
II  von  Hohenems  to  Anna  Sidonia,  and  probably  identical  with  an  opera  in  musica, 
II  Perseo,  put  on  in  1619  for  the  visit  of  the  Archduke  Leopold  (librettists  and 
composers  are  not  known).  The  cultivation  of  Italian  opera  continued  during  the 
reign  of  another  italophile  archbishop,  Paris  Lodron  (r.  1619-53),  and  subsequently: 
when  the  Elector  Ferdinand  Maria  of  Bavaria  and  his  wife  Henriette  Adelaide  came 
on  a  visit  to  Hellbrunn  in  1670  an  opera  was  put  on  at  the  Steintheater  to  mark  the 
occasion. 

Vienna  -  administrative  centre  of  the  Habsburg  Empire  -  was  also  an  important 
centre  of  Italian  Baroque  theatre  and  music  drama.  Here,  too,  a  distinguished  line 
of  gifted  and  generous  patrons  in  the  Habsburg  emperors  ensured  the  continuing 
importance  of  the  city  musically  throughout  the  Baroque  period,  and  here,  too, 
there  were  strong  links  with  Italy;  both  Ferdinand  II  and  Ferdinand  III  married 
members  of  the  Gonzaga  family.  Ferdinand  III,  Leopold  I,  Joseph  I  and  Charles 
VI  were  themselves  composers  of  opera,  oratorio,  church  and  chamber  music,  and 
not  merely  in  occasional  dilettante  fashion:  Leopold  I  composed  and  collected 
music  (mainly  by  contemporary  Italians:  Carissimi,  Pasquini,  Stradella)  with  an 
assiduousness  more  to  be  expected  of  a  professional  musician.*  The  emperors,  and 
members  of  their  families  (such  as  Leopold's  second  wife  Claudia  Felicitas  of  Tyrol), 
played  and  sang  in  musical  performances;  Charles  VI  liked  to  direct  operas  from 
the  harpsichord.  As  knowledgeable  composers  and  performers,  and  discerning 
listeners,  these  imperial  patrons  were  in  a  position  to  attract  excellent  personnel  and 
to  extract  the  best  from  the  court  musicians  in  their  employ.  Their  courts  also 
attracted  some  of  the  finest  Italian  architects  and  stage  designers  -  the  Burnacinis 
in  the  reign  of  Ferdinand  III  and  Leopold  I  (sec  Plate  12),  the  Galli-Bibienas  in 
the  reign  of  Charles  VI  (see  Plate  13)  -  and  librettists  such  as  Minato,  Zcno  and 
Metastasio.  Appreciation  of  music  was  part  of  a  general  and  informed  interest  in 
the  arts.  (The  Habsburgs  founded  and  patronized  various  Italian-style  accademie  in 
Vienna).  Emperor  Leopold  wrote  poetry  in  Italian  (the  language  cultivated  by 
aristocratic  Austrian  society  at  the  time).  Charles  VI  was  fluent  in  several  languages 
and  a  keen  collector  of  objets  d'art.  Contemporary  commentators  perceived  such 
cultural  and  intellectual  interests  as  affording,  when  time  permitted,  a  welcome 
relief  to  the  administrative  cares  of  high  imperial  office.  For  the  Habsburgs,  music 
was  perhaps  the  most  congenial  of  all  those  interests. 

The  ramifications  of  such  enlightened  patronage  were  multifarious  and  far- 
reaching.  One  aspect  concerns  the  practice  of  dedicating  compositions  to  aristocratic 
and  church  leaders.  Symptomatic  of  the  Austro-German  sympathy  for  the  new 
Italian  Baroque  style  is  the  frequency  with  which  Italian  composers  in  the  early 
17th  century  -  among  them  Claudio  Monteverdi  -  dedicated  madrigals,  sacred 
concertato  works  and  instrumental  sonatas  to  various  Austro-German  rulers  and 
their  families.  Dedications  might  also  imply  the  hope  of  (perhaps  further)  patronage, 
or  convey  gratitude  for  favours  already  granted.  The  court  composer,  later 
Hof  kapellmeister,  Fux,  in  dedicating  his  Missa  Ss  Trinitatis  to  Emperor  Leopold, 
expressed  appreciation  of  his  faith  in  Fux's  abilities;  it  has  been  suggested  that  this 
Mass  was  dedicated  to  the  emperor  specifically  in  thanks  for  Fux's  appointment 
to  the  recently-established  post  of  Hofkomponist.  The  emperor  had  made  this 
appointment  in  1698  'proprio  motu'  (that  is,  by  the  unusual  procedure  of  deciding 
on  his  own  initiative  without  formally  consulting  the  court  musical  administration). 
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He  may  have  had  some  earlier  opportunity  of  hearing  Fux's  compositions  and 
determined  then  to  secure  his  services  for  the  Hofkapelle.  (Such  talent-scouting 
was  common,  and  extended  to  the  practice  of  enticing  students  to  abandon  their 
courses:  the  Rektor  of  Graz  University  complained  that  the  alumni  musici  from  the 
Jesuit  college,  the  Ferdinandeum,  were  encouraged  by  the  Styrian  nobility  and 
clergy  to  run  away  in  order  to  enter  their  service).  Fux's  subsequent  career  shows 
how  support  of  the  court  musicians  encompassed  the  granting  of  subsidies  which 
enabled  their  works  to  be  published,  thus  reflecting  glory  on  the  court  and  portraying 
their  achievements  more  lastingly  among  a  wider  public.  A  number  of  Fux's 
works  in  different  genres,  including  his  opera  Elisa  (17 19),  his  Concentus  musico- 
instrumentalis  (1701)  -  dedicated  to  Emperor  Leopold's  son,  later  Emperor  Joseph 
I  -  and  the  celebrated  Gradus  ad  Parnassum  (1725),  dedicated  to  the  Emperor 
Charles  VI,  were  all  printed  at  the  expense  of  his  imperial  patrons.  (Vienna,  though 
established  as  a  'musical  capital'  -  'eine  Hochburg  der  Musik'6  -  was  not  at  that 
time  as  flourishing  a  centre  of  music  printing  as  it  was  to  become  later  in  the  18th 
century.  Viennese  Baroque  music  tended  to  be  published  outside  Austria;  for 
example  at  Augsburg,  Nuremberg  and  Amsterdam.)  The  imperial  patron  might  also 
be  honoured  in  the  title  of  a  court  composition,  as  with  the  Aria  Augustissimi  . . . 
Imperatoris  Ferdinandi  III  by  the  court  organist  Wolfgang  Ebner,  published  at 
Prague  in  1648.  (There  are  examples  of  the  musician  almost  as  court  chronicler, 
referring  to  contemporary  events:  Poglietti's  suite  Ribellione  di  Ungheria  and  the 
pieces  in  Fux's  Concentus  entitled  'Die  Freude  der  treuen  Untertanen'  and  'Die  in 
Verwirrung  gesturzten  Feinde'  commemorated  imperial  victories.) 

The  Viennese  Imperial  Library  (K.  K.  Hof  bibliothek,  now  absorbed  into  the 
Osterreichische  Nationalbibliothek)  contained  some  splendid  presentation  volumes 
of  music  in  manuscript.  Among  them  were  some  landmarks  in  Baroque  keyboard 
music,  most  notably  the  collected  (though  not  complete)  works  of  Froberger  in  a 
set  of  codices  dedicated  to  the  Viennese  emperors  and  displaying  the  beautiful 
calligraphy,  lavish  gold-tooled  leather  covers  and  elaborate  decorative  designs  (incor- 
porating imperial  motifs)  characteristic  of  the  special  care  taken  in  preparing  such 
presentation  copies.  The  variety  of  forms  represented  here  (toccatas,  fantasias, 
ricercars,  capriccios,  canzonas,  variations  and  dances)  may  have  been  intended  to 
demonstrate  to  his  employers  the  range  of  the  composer's  capabilities.  Froberger's 
keyboard  works  furnish  further  examples  of  pieces  in  which  imperial  personages 
appeared  by  name:  the  Lamentations  he  composed  (analogous  to  the  French  tombeau) 
included  two  intensely  expressive  memorials  to  Ferdinand  III  and  Ferdinand  IV. 
Another  aspect  of  imperial  patronage  illustrated  by  Froberger's  career  was  the 
readiness  with  which  the  emperors  granted  study  leave  and  the  necessary  financial 
support,  in  particular  for  journeys  to  Italy  so  that  their  court  musicians  might  learn 
the  much-favoured  Italian  style  at  source,  under  the  guidance  of  such  outstanding 
composers  as  Carissimi,  Frescobaldi  and  Pasquini.  Among  court  documents  for 
1637  is  a  reference  to  Froberger's  grant  from  the  emperor  for  a  journey  to  Rome 
('Davon  ist  dem  Rom.  Kays.  May.  und  Cammer  Musico  Johann  Jacobus  Froberger 
auf  vorhabende  raiss  nachn  Rom  100  fl.  allergn.  verwilligt  worden  . .  .').7  These 
study  visits  had  varied  and  important  implications  for  the  cultivation  of  Italian 
music  in  Vienna  and  elsewhere. 

Besides  the  inevitable  connections  with  Rome  (Salzburg  exemplifies  these,  and 
was  indeed  labelled  'the  northern  Rome',  just  as  Munich  was  dubbed  'the  German 
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Rome'),  the  Catholic  lands  of  Austro-Germany  preserved  important  links  with 
Venice.  The  grandeur  of  the  Venetian  polychoral  style,  the  more  intimate  attractions 
of  the  few-voiced  concertato  style,  the  richly  developed  musical  and  scenic  effects 
of  Venetian  opera,  found  a  ready  reception  on  South  German  and  Austrian  soil. 
The  manifestations  and  implications  of  this  Venetian  influence  were  wide-ranging. 
Andrea  and  Giovanni  Gabrieli  worked  at  the  Munich  Hof  kapelle  of  Duke  Albrecht  V 
(r.  1550-79),  to  whom  the  elder  Gabrieli  later  dedicated  sacred  vocal  works.  The 
fashion  in  Munich  for  Venetian  polychoralism  lasted  into  the  17th  century  and 
beyond:  the  new  chapel  (1603)  in  Duke  Maximilian's  residence  was  equipped  with 
two  organs;  and  during  a  special  centenary  celebration  at  the  Augustinerkirche  in 
1724  a  festive  Mass  was  performed  'unter  einer  gedoppelten  Musique  auf  beiden 
Choren'.8  Much  polychoral  music  in  the  Venetian  style  was  published  at  Munich 
by  Nikolaus  Henricus  (son-in-law  of  the  Munich  printer  Adam  Berg);  among  such 
publications  was  the  Circus  symphonicus  (1608)  by  Lassus's  second  son  Rudolph, 
Hof  organist  at  Munich  from  1589  and  Hofkomponist  from  1609.  During  the  golden 
age  of  Italian  opera  in  Munich,  from  the  1650s  to  the  1680s,  Venice  was  a  vital  source 
of  influence.  (The  Austro-German  courts  later  became  centres  of  the  Neapolitan  style 
in  opera,  oratorio  and  liturgical  music.)  Some  leading  contributors  to  the  Munich 
court  operas  of  the  earlier  period,  such  as  Kerll's  librettist,  the  court  poet  Domenico 
Gisberti,  and  the  court  musical  director  Agostino  Steffani,  were  themselves  of 
Venetian  origin.  The  talented  designer  Santurini  came  from  Venice  to  Munich 
(returning  to  Venice  to  run  his  own  theatre)  and  astounded  the  court  with  a 
remarkable  repertoire  of  scenes,  machines  and  costumes,  mixing  the  courtly  Baroque 
and  the  fantastic,  and  displaying  the  technical  sophistication  characteristic  of  mid- 
i7th-century  Venetian  opera.  Not  only  composers  were  sent  by  their  aristocratic 
patrons  to  Italy  to  further  their  education.  The  local  designer  Caspar  Amort  travelled 
to  Italy  to  study  at  electoral  expense,  entering  the  court  service  in  the  1640s  soon 
after  his  return  to  Munich.  Patronage  of  Italian  opera  might  entail  performances  of 
works  from  outside,  such  as  Cavalli's  Egisto  (1643)  and  his  Giasone  (1650),  both  at 
Vienna;  or  of  works  by  Italians  in  residence  at  Austro-German  courts,  as  with  Cesti's 
//  porno  d'oro  (1668;  see  Plates  n  and  12),  also  at  Vienna,  or  the  collaboration 
between  the  librettist  Ferrari  and  the  Viennese  (Veronese-born)  court  composer 
Antonio  Bcrtali,  whose  typically  Venetian  operatic  comedy  of  disguise,  L'inganno 
d'amore,  was  produced  by  the  Vienna  Hofkapellc  during  the  Imperial  Diet  at 
Regensburg,  1653.  Although  Italians  inevitably  dominated  the  composition  (both 
textual  and  musical)  and  the  stage  performance  of  opera,  as  indeed  they  dominated 
the  Hof  kapellen  altogether,  nevertheless  German  and  Austrian  composers  were  by 
no  means  excluded.  Kerll  at  Munich,  Biber  at  Salzburg  and  Fux  at  Vienna  furnish 
examples  of  excellent  composers  encouraged  by  their  employers  to  rival  their  Italian 
colleagues  in  the  pre-eminently  Italian  genre  of  opera. 

In  opera  and  allied  forms,  as  in  instrumental  music,  the  presence  of  a  noble  patron 
was  frequently  acknowledged:  the  patron  or  patroness  might  take  part  personally. 
By  convention,  prologues  and  epilogues  referred  directly  or  allegorically,  and  in 
laudatory  fashion,  to  the  court  rulers  and  their  families,  or  to  visiting  dignitaries. 
The  splendour  and  colour  of  these  festive  operas  can  hardly  be  over-estimated  (nor 
that  of  the  court  theatres:  if  none  of  the  great  rooms  of  the  official  residence  was 
deemed  adequate  for  a  particular  occasion  then  a  new  theatre  might  be  built  lavishly 
to  house  performers  and  spectators;  such  were  the  origins  of  the  Salvatortheater 

234 

Copyrighted  material 


The  Austro-German  Courts 


constructed  by  Santurini  at  Munich).  The  most  celebrated  festal  operas  -  Cesti's  // 
porno  d'oro  for  the  marriage  of  the  Emperor  Leopold  I  to  Margareta  Teresa,  daughter 
of  the  King  of  Spain;  Fux's  Costanza  e  Fortezza  (incorporating  the  imperial  motto) 
for  the  coronation  of  the  Emperor  Charles  VI  as  King  of  Bohemia  at  Prague  in 
1723  -  gave  a  notable  impetus  to  the  fashion  for  Italian  opera  in  Austro-Germany 
and  Bohemia  (see  Plate  13),  but  they  were  simply  the  peaks  of  a  constant  round  of 
operatic  and  other  entertainments  put  on  at  great  expense  to  mark  the  enormous 
number  of  occasional  and  recurrent  celebrations  arising  at  court.  For  coronation 
anniversaries,  name-days,  birthdays,  the  birth  of  an  heir,  betrothals,  weddings  and 
state  visits,  a  whole  series  of  events  might  be  arranged,  together  forming  a  kind  of 
gigantic  'Gesamtkunstwerk'  with  music  taking  an  important  role.  Typical  ingredi- 
ents of  such  court  festivities  included  hunts,  dramatic  tournaments,  ballets  -  the 
Viennese  equestrian  ballets  were  especially  famous,  though  ballets  on  foot  were  also 
popular  -  and  operas,  firework  displays,  masked  balls,  feasts  with  Tafelmusii\  all 
fulfilling  the  dual  function  of  providing  enjoyment  for  members  of  the  court  and 
exhibiting  its  glories  to  the  guests.  Considerable  ingenuity  was  exercised  in  devising 
ways  of  honouring  the  celebrants.  For  the  wedding  of  Ferdinand  III  and  Maria  of 
Spain  in  163 1,  a  Balletto  a  cavallo  (equestrian  ballet)  was  designed  to  form  the 
names  Ferdinand  and  Maria.  Much  reinforcing  of  the  ruler's  authority  was  exerted 
amid  the  splendours  of  these  performances.  A  vast  gathering  assembled  to  honour 
the  Emperor  Leopold  I  on  a  visit  to  Munich  in  1658  saw,  among  other  spectacles, 
the  young  Elector  Ferdinand  Maria  appearing  as  the  sun  god  in  a  gold  chariot,  with 
Prince  Maximilian  Philipp  as  the  moon  god  in  a  silver  chariot,  in  G.  B.  Maccioni 
and  J.  K.  Kerll's  Applausi  festivi.  The  scope  of  the  entertainment  might  be  on  a 
cosmic  scale:  in  the  Applausi  festivi,  apart  from  representations  of  the  sun,  moon, 
stars,  rainbow  and  so  on,  there  were  the  chorus  representing  various  nations 
(including  the  more  exotic  -  Africans  and  Americans)  paying  homage,  and  Mounts 
Vesuvius  and  Etna  sending  their  fires  up  to  heaven.  For  the  music  of  these  enter- 
tainments (much  of  it  lost,  though  librettos  and  scenic  designs  often  survived)  the 
composers  must  have  matched  the  constant  visual  stimulus  with  appropriate  musical 
magnificence.  In  a  Turnierspiel  (tournament  play)  such  as  the  Applausi  festivi  the 
wind  instruments  would  naturally  play  a  central  part.  Court  trumpeters  and  drum- 
mers were  trained  to  a  high  standard.  Performances  of  tournament  plays  took  place 
in  purpose-built  halls  (the  enormous  Turnierhaus  at  the  Munich  court,  for  example) 
or  outdoors.  Outdoor  performances  of  opera  (also  exploiting  the  wind  instruments 
to  splendid  effect)  might  require  specially  designed  stages,  as  with  the  open-air 
theatre  built  by  the  celebrated  Vienna  court  architect  Giuseppe  Galli-Bibiena  at  the 
Hradschin  (royal  eastle)  in  Prague  for  Fux's  Costanza  e  Fortezza.  There  was  usually 
a  canopy  to  protect  the  emperor  and  empress  and  their  immediate  entourage,  but 
other  spectators  were  less  comfortably  accommodated:  in  a  letter  of  17 16  to  Alex- 
ander Pope,  the  English  traveller  Lady  Mary  Wortley  Montagu  evoked  the  contrast 
between  the  magical  qualities  of  the  open-air  scenery  in  a  performance  of  Fux's 
Angelica  vincitrice  di  Alcina  at  the  summer  palace  Favorita  in  Vienna  (complete  with 
fleets  of  ships  on  the  water),  and  the  effect  of  a  sudden  shower  of  rain  ('the  ladies 
all  sitting  in  the  open  air,  exposes  them  to  great  inconveniences  ...  the  opera  was 
broken  off,  and  the  company  crowded  away  . . .').  Lady  Mary  Wortley  Montagu 
commented  that  'Nothing  of  that  kind  ever  was  more  magnificent;  and  I  can  easily 
believe  what  I  was  told,  that  the  decorations  and  habits  cost  the  emperor  thirty 
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thousand  pounds  sterling'.9  In  all,  a  complete  set  of  festivities  for  a  special 
celebration,  involving  hundreds  of  performers  and  thousands  of  spectators  and 
lasting  days  or  even  weeks,  might  cost  some  50-70,000  florins  (Gulden). 

As  Hof  kapellmeister  (1715-40)  Fux  earned  a  yearly  salary  of  3100  florins;  as  vice- 
Hof kapellmeister  (1711-15)  he  had  earned  1600  florins,  and  this  was  the  amount 
paid  to  Caldara  as  \ke-Hof kapellmeister  under  Fux.  A  1729  list  of  the  imperial 
musicians  has,  besides  Fux  as  Kapellmeister  and  Caldara  as  xke-Kapellmeister, 
various  administrators,  court  composers,  organists,  a  cembalist,  theorbists,  violinists, 
a  viol  player,  cellists,  trombonists,  cornettists,  oboists,  bassoonists,  horn  players, 
trumpeters  and  drummers.  In  general,  numbers  increased  over  the  Baroque  period 
(with  some  reduction  during  the  Thirty  Years  War  and  in  the  1740s  under  Maria 
Theresa).  In  Fux's  time  the  orchestral  forces  at  the  Vienna  Hof  kapelle  numbered 
in  all  some  50  players,  excluding  the  court  trumpeters  and  drummers.  The  colourful 
scoring  of  Fux's  church  music  in  the  grand  concertato  style,  and  the  virtuosic  solo 
instrumental  parts,  reflect  the  variety  and  quality  of  the  ensemble  at  his  disposal. 
In  his  'Latest  Reports'  of  the  imperial  court  (Allerneueste  Nachrichten  vom  Rom. 
Kais.  Hofe,  Hanover,  1732),  J.  B.  Kuchelbecker  stressed  the  emperor's  generosity 
and  suggested  that  the  excellent  conditions  of  service  led  to  his  Imperial  Majesty's 
having  'the  best  virtuosi  in  all  the  world'  ('die  vortrefflichsten  Virtuosen  in  aller 
Welt').10  While  the  regular  court  reports  in  the  press  give  an  impression  of  the 
public  pomp  and  ceremony  attached  to  the  membership  of  the  Imperial  Hof  kapelle, 
the  court  archives  afford  a  more  personal  insight  into  the  lives  of  these  musicians. 
Understandably,  money  matters  figure  prominently.  In  1656  it  was  recorded  that 
the  Hof  kapellmeister  Antonio  Bertali,  after  a  total  of  25  years'  service  'with  great 
diligence  and  effort'  ('mit  grossen  vleiss,  und  muhe')  wished  to  draw  attention  to 
his  relatively  low  salary,  and  in  particular  would  like  to  be  able  'to  help  his  son 
graduate'.11  There  are  frequent  references  to  journeys  of  the  Hof  kapelle  to  other 
courts  for  ceremonial  visits  and  performances.  Again  there  are  human  glimpses 
beneath  the  official  protocol:  also  in  1656  the  vice-Kapellmeister  Sances  requested 
gracious  permission  to  be  excused  from  a  projected  journey  to  Prague,  on  account 
of  his  wife's  illness,  as  he  could  not  leave  her  with  their  nine  young  children.12  Extra 
payments  might  be  made  to  the  musicians  for  performances  outside  Vienna.  In 
addition  to  the  basic  salary  there  were  many  such  opportunities  to  earn  occasional 
payments.  Court  musicians  might  hold  several  related  posts  concurrently;  in  the 
early  decades  of  the  18th  century  when  Fux  was  \ice-Hof kapellmeister  he  was  also 
Domkapellmeister  at  St  Stephan's,  and  directed  the  Kapelle  of  Joseph  I's  widow, 
Wilhelmine  Amalia.  Apart  from  salaries,  miscellaneous  expenses  connected  with  the 
Hofkapellc  included  payments  for  teaching  (as  well  as  teaching  within  the  Hof- 
kapellc,  court  musicians  taught  members  of  the  ruling  family),  purchase  of  instru- 
ments, clothing  (naturally  most  often  for  the  choristers),  wedding  presents,  pensions 
paid  to  musicians  and  their  families:  the  total  expended  on  the  Hof  kapelle  was,  as 
Kuchelbecker  remarked,  substantial  in  the  extreme. 

One  important  item  of  expenditure  was  the  recruitment  of  musicians  for  the 
Hof  kapelle,  often  effected  by  agents  and  contacts  in  Italy.  (This  was  the  general 
practice  at  the  Austrian  and  South  German  courts.  After  his  return  to  Italy  in  the 
early  1660s,  Maccioni  was  active  in  recommending  Italian  singers  and  composers 
for  the  Munich  court.)  Naturally  the  singers  appearing  at  these  courts  were  pre- 
dominantly Italians  (including  both  castratos  and  female  sopranos),  among  them 
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such  famous  names  as  Faustina  Bordoni  and  Farinclli,  at  Munich  and  Vienna.  In 
the  earlier  Baroque  period  an  interesting  reflection  of  the  change  from  Netherlands 
domination  to  Italian  leadership  in  music  comes  in  the  records  of  personnel  at  the 
Austrian  and  South  German  courts.  By  the  late  Baroque  the  courts  were  overrun 
with  Italian  musicians.  At  Vienna  the  two  most  powerful  posts  of  Hof  kapellmeister 
and  xice-Hof kapellmeister  were  regularly  occupied  by  Italians  during  the  period 
1 660- 1 740:  Sances,  Draghi,  Pancotti,  Ziani  and  Caldara.  In  this  period  the  only 
non-Italians  to  hold  these  posts  were  J.  H.  Schmclzcr  and  Fux.  Native  talent 
flourished  particularly  in  the  sphere  of  keyboard  music  where,  with  a  few  dis- 
tinguished exceptions,  Italians  after  the  mid  17th  century  contributed  comparatively 
little.  While  Italians  took  over  so  many  of  the  court  posts,  Austrians  and  Germans 
remained  the  most  prominent  in  the  lists  of  court  and  church  organists.  Georg 
Muffat  at  Salzburg,  Kerll  at  Munich  and  Vienna,  Ebner,  Froberger,  Murschhauser 
(organist  of  Unsere  Liebe  Frau,  Munich),  Gottlieb  Muffat  (Vienna)  and  Pachelbel 
(organist  at  the  Stephansdom,  Vienna,  in  the  1670s)  made  significant  contributions 
to  an  Austro-German  keyboard  tradition  founded  on  a  strong  sense  of  heritage  and 
on  fruitful  teacher-pupil  relationships.  In  Bohemia,  town  organists'  posts  were  often 
passed  down  through  several  generations  of  one  family,  and  many  leading  Bohemian 
musicians  in  the  18th  century  came  from  local  organists'  families  (including  Franz 
and  Georg  Benda,  Cernohorsky,  Johann  Stamitz,  Franz  Tuma  and  Johann  Dismas 
Zelenka).  Traditionally  the  Bohemian  Kantoren  (the  title  was  applied  to  school- 
masters, but  its  musical  implications  were  not  accidental)  were  entrusted  with 
musical  duties  in  church,  and  applicants  for  schoolmasters'  posts  were  expected  to 
be  well  qualified  in  singing  and  organ-playing;  surviving  documents  show  that 
musical  ability  together  with  the  obligatory  fidelity  to  Catholic  beliefs  was  placed 
before  general  pedagogical  considerations. 

On  the  one  hand  there  are  extant  records  of  aristocratic  patronage  confirming  the 
impression  that  a  significant  amount  of  Italian  musical  culture  was  imported  into 
Austria,  southern  Germany  and  Bohemia.  In  the  early  18th  century  Count  Franz 
Anton  Sporck  employed  an  Italian  opera  troupe,  led  by  Denzio,  to  perform  Venetian 
operas  at  the  theatre  in  his  Prague  residence  and  at  his  country  seat.  Through 
Denzio's  connections  with  Vivaldi,  several  Vivaldi  operas  appeared  in  the  Prague 
repertory.  (Comments  such  as  'Estata  molto  applaudita'  were  entered  by  Count  J.  J. 
von  Wrtba  (d  1734)  in  the  librettos  of  some  operas  by  Vivaldi  that  were  performed 
at  Sporck's  theatre.)13  On  the  other  hand  musical  education  bound  up  with  the 
church,  and  popular  music-making,  relatively  immune  to  sophisticated  foreign 
influences,  continued  to  be  embedded  in  Bohemian  life.  One  interesting  aspect  of 
this  concerns  the  Jewish  musical  community  in  Prague.  Their  oppressed  state,  and 
their  concentration  in  the  ghetto  area,  ensured  the  continuity  of  a  traditional  and 
individual  style  of  performance.  In  the  mid  17th  century  there  was  a  Jewish  guild 
of  some  20  string-  and  wind-players.  At  a  festive  procession  in  the  ghetto  to  mark 
Archduke  Leopold's  birthday  in  17 16  some  40  or  50  instrumentalists  accompanied 
the  singers.  Other  town  music  guilds  complained  that  the  Jewish  musicians  lowered 
the  standing  of  the  art;  but  these  guilds  were  generally  uneasy  about  possible  rivals 
ranging  from  court  Kapellisten  to  Jesuit  students  (the  students  might  be  willing  to 
play  at  feasts  and  balls  for  less  money  than  the  official  guilds).  In  Prague,  in  addition 
to  imported  musicians  and  musical  events,  there  were  local  traditions  featuring 
music  for  special  occasions.  To  commemorate  St  John  of  Nepomuk  there  was  an 
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annual  procession  in  boats  up  the  river  Vltava,  with  water-music  to  accompany  the 
traditional  pilgrimage  to  the  saint's  statue  at  the  Charles  Bridge.  Local  composers 
such  as  Frantisek  Brixi  and  his  brother  Simon  contributed  to  the  music  written  for 
this  ceremony.  The  combination  of  music,  spectacle  and  ceremonial  was  as  endemic 
in  folk  religious  culture  as  it  was  in  court  society.  At  Salzburg  music  featured  in  a 
rich  communal  cult  of  theatrical  folk  processions  and  pageants  associated  with 
secular  and  sacred  feast  days.  The  archbishops  themselves  took  an  interest,  and 
indeed  appeared  personally,  in  such  processions:  it  may  have  been  thought  wise  to 
draw  them  in  to  some  extent  under  the  archbishop's  control.  (One  aspect  of  music 
not  directly  centred  on  the  courts  was  the  production  of  instruments:  Austria, 
Bohemia  and  Bavaria  were  richly  endowed  with  instrument  makers,  again  often 
working  in  a  family  tradition.) 

In  a  variety  of  ways,  both  fruitful  and  detrimental,  court,  peasant  and  'burgerlich' 
cultures  impinged  on  one  another.  There  were  significant  attempts  to  absorb  folk 
culture  into  the  artistic  recreations  of  the  aristocracy.  A  favourite  entertainment  at 
the  imperial  court  in  Vienna  was  the  Wirtschaft,  in  which  the  emperor  and  empress 
dressed  up  as  a  country  innkeeper  and  his  wife,  offering  hospitality  to  their  guests. 
A  'peasant  wedding'  {Bauern-Hochzeit)  of  this  kind  for  Shrove  Tuesday  in  February 
1 73 1  featured,  besides  'Host:  his  majesty  the  Emperor'  and  'Hostess:  her  majesty 
the  Empress'  {Wirt  and  Wirtin)>  a  colourful  collection  of  village  characters  (including 
a  village  Jew  and  Jewess,  bride  and  bridegroom  and  their  parents),  and  peasant 
couples  in  different  national  costumes  (Spanish,  English,  French,  Italian,  Bohemian, 
Austrian,  Swabian,  Tyrolean  and  Moravian),  these  roles  all  being  taken  by  members 
of  the  nobility.  This  event  could  almost  serve  as  an  allegory  of  Viennese  court  music, 
where  folk  elements  -  especially  in  instrumental  dance-suites  such  as  those  of 
Schmelzer  and  Fux  -  jostled  with  the  fashionable  Italian  and  French  styles.  Often 
collected  together  under  Latin  titles,  these  works  expressed  the  typical  melange  of 
different  cultures,  learned  and  popular  elements,  which  made  up  the  Austro-German 
Baroque  style. 

Susan  Wollenberg 
University  of  Oxford 
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1  Quoted  in  R.  Evans:  The  Making  of  the  Habsburg  Monarchy  (Oxford,  1979),  13. 

2  Quoted  in  R.  Miinster  and  H.  Schmid,  eds.:  Musik  in  Bayern  (Tutzing,  1972),  180. 

3  Quoted  in  H.  Bolongaro-Crevenna:  L'Arpa  festante:  die  Miinchner  Oper  1651-1825 
(Munich,  1963),  30. 

4  Quoted  in  A.  Kutscher:  Das  Salzburger  Barocktheater  (Vienna,  Leipzig  and  Munich,  1924), 

32- 

5  Correspondence  shows  much  evidence  of  his  critical  appreciation  of  performances,  e.g.  of 
operas,  and  of  his  musical  enthusiasm  (Z.  Kalista,  ed.:  Korespondence  cisafe  Leopolda  I.  s 
Humprechtem  Janem  Cerninem  z  Chudenic,  Prague,  1936). 

6  See  A.  Liess:  Fux  (Vienna,  1948),  27. 

7  See  P.  Nettl:  'Zur  Geschichte  der  kaiserlichen  Hofmusik-Kapelle  von  1636  bis  i68o\ 
Studien  zur  Mustkwissenschaft,  xvi  (1929),  71. 
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9  See  Lady  Mary  Wortlcy  Montagu:  Letters^  cd.  Lord  WharnclifTc,  rev.  W.  Moy  Thomas, 

2  vols.  (London,  1893),  i.238. 

10  Quoted  in  A.  Liess:  Fuxiana  (Vienna,  1958),  24. 

1 1  See  H.  Knaus:  'Die  Musikcr  im  Archivbcstand  dcs  kaiscrlichcn  Obcrsthofmcistcramtes 
1637-1705',  Osterreichische  Akademie  der  Wissenschaften,  Sitzungsbertchte,  no.  254  (Vienna, 
i967)i  52 

12  See  Nettl,  op.  cit.,  Studien  zur  Musikwissenschaft ,  xviii  (1931),  28. 

13  See  T.  Volck  and  M.  Skalicka:  'Vivaldis  Bcziehungen  zu  den  bohmischen  Landern',  Acta 
mustcologica,  xxxix  (1967),  72. 

I  am  grateful  to  the  late  Denis  Arnold,  and  to  Robert  Evans  and  F.  W.  Sternfeld, 
for  their  advice  on  various  points  in  this  essay. 
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Biographical  Dictionary 
Central  Europe 

i  South  Germany 

Amalia  Catharina,  Countess  of  Erbach 
(1640-97).  Pietist  poet  and  composer;  the 
daughter  of  the  Count  of  Waldeck  and,  from 
1664,  the  wife  of  Count  Georg  Ludwig  of 
Erbach.  The  countess  published  the  collection 
Anddchtige  Stng-Lust  (1692);  it  contained 
devotional  poems  for  domestic  use,  some  of 
which  she  provided  with  melodies  and  figured 
bass. 

Baudrexel,  Philipp  Jakob.  See  Northern 
Europe  5  West  Germany  and  the  Rhineland. 

Beer,  Johann.  Sec  Northern  Europe  4 
Saxony  and  Thuringta. 

Bernacchi,  Antonio  Maria.  Sec  Italy  to 
Itinerant  Musicians. 

Boddecker,  Philipp  Friedrich  (1607-3). 
Organist,  bassoonist  and  composer  who  held 
a  number  of  posts  in  South  Germany  before 
settling  in  1652  at  Stuttgart  as  organist  of  the 
collegiate  church  there.  Boddecker,  who  was 
from  a  large  family  of  musicians,  held  posts 
as  an  instrumentalist  at  the  Darmstadt  and 
Durlach  (nr  Karlsruhe)  courts.  He  moved  to 
Frankfurt  am  Main  in  1638  as  organist  of  the 
Barfiisserkirche,  then  to  Strasbourg  in  1642  as 
cathedral  organist,  where,  in  1650,  he  pub- 
lished his  Metes  trenicum  (a  richly  scored 
setting  of  the  Te  Deum).  He  also  composed 
eight  sacred  concertos  for  soprano  and  con- 
tinuo  (Sacra  partitura,  n.d.),  considered  to  be 
some  of  the  earliest  idiomatic  violin  sonatas, 
and  a  bassoon  sonata  (a  passacaglia  'sopra  la 
monica'). 

Brescianello,  Giuseppe  Antonio  (1-1690 
1758).  Venetian  violinist  and  composer  who 
became  Kapellmeister  of  the  Wurttcmberg 
court  at  Stuttgart.  Brescianello  was  originally 
recruited  northwards  in  1715  b)'  the  Elector  of 
Bavaria,  who  had  recently  returned  to  Munich 
from  exile,  but  within  the  year  Brescianello 
succeeded  J.  C.  Pez  as  Kapellmeister  and 
maitre  des  concerts  de  la  chambre  at  the  court 
at  Stuttgart. 

His  ambitions  as  an  opera  composer  were 
thwarted  by  lost  opportunity;  La  Tisbe,  17 17- 
18,  his  pastoral  opera  dedicated  to  Archduke 
Eberhard  Ludwig,  failed  to  be  produced  by 
the  Stuttgart  Opera,  and  for  two  years  (1719- 
21)  Reinhard  Keiser  vainly  attempted  to 
unseat  Brescianello  from  his  court  post.  In 


1 73 1  Brescianello  was  promoted  to  Rath  und 
Oberkapellmeister,  only  to  be  dismissed  in  1737 
when  the  court  was  declared  insolvent.  To 
earn  money  he  published  12  concerti  e  sin- 
phonie  [sic],  the  following  year  in  Amsterdam. 
But  in  1744,  with  the  regency  of  Duke  Carl 
Eugen,  Brescianello  was  reappointed  Ober- 
kapellmeister . 
Capricornus,  Samuel  Friedrich  (1628-65). 
Bohemian-born  Kapellmeister  of  the  Wiirt- 
temberg  court  at  Stuttgart  (from  1657),  com- 
poser and  teacher.  From  a  family  of  Hungarian 
refugees,  Capricornus  was  well  educated  in 
theology,  languages  and  philosophy;  he  taught 
at  Reutiingen  and  Pressburg,  where  from  1651 
until  1657  he  also  served  as  municipal 
Kapellmeister.  At  Stuttgart  he  clashed  with 
P.  F.  Boddecker  (organist  of  the  collegiate 
church),  who  had  coveted  the  Kapellmeister 
post;  Capricornus  was  further  beleaguered  by 
illness  and  a  failed  marriage.  His  music  cir- 
culated widely  in  manuscript  and  prints, 
though  most  of  his  secular  music  (chamber 
music,  ballets  and  operas)  is  lost.  An  ad- 
mirer of  Carissimi  (to  whom  he  sent  copies 
of  his  music  in  1653),  Capricornus  com- 
posed a  variety  of  up-to-date  sacred  music, 
some  of  it  with  independent  instrumental 
parts. 

Erbach,  Christian  (1568/73-1635).  Augs- 
burg organist,  widely  respected  teacher  and 
composer  in  the  service  of  Marcus  Fugger 
during  the  1590s.  From  1602,  when  he  suc- 
ceeded his  colleague  Hans  Leo  Hassler  as 
organist  of  St  Moritz,  his  municipal  posts 
included  those  of  city  organist  and  leader  of 
the  Stadtpfeifer.  Between  1604  and  1606  he 
published  three  volumes  of  Modi  sacri  triper- 
titi.  Erbach  was  appointed  assistant  organist 
at  Augsburg  Cathedral  in  1614,  becoming 
principal  organist  in  1625  (see  Plate  10). 
Unusually,  he  counted  both  Protestants  and 
Catholics  among  his  pupils. 
Finger,  Gottfried.  See  British  isles  / 
London. 

Fischer,  Johann.  See  Northern  Europe  7 

Itinerant  Musicians. 
Fischer,  Johann  Caspar  Ferdinand 
(^1670-1746).  Hof  kapellmeister  to  Margrave 
Ludwig  Wilhelm  of  Baden  and  composer  who 
popularized  French-style  music  at  court.  It 
is  not  known  whether  Fischer  visited  Paris 
(details  of  his  life  before  1692  are  unknown), 
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but  it  seems  likely  that  he  did.  His  first  pub- 
lications -  Le  journal  du  printems  (1695)  and 
Les  pieces  de  clavessin  (1696)  -  proclaim  his 
francophilia.  J^r  journal  du  printems  contains 
orchestral  suites  (each  with  an  overture,  set  of 
dances  and  concluding  chaconne  or  passecaille) 
for  two  trumpets  and  five-part  strings. 
Together  with  those  of  J.  S.  Kusser  (1682) 
and  Georg  Muffat  (1695,  1698),  these  suites 
rank  as  outstanding  early  examples  of  German 
essavs  in  French  genres.  The  harpsichord 
suites  were  reissued  in  1698  as  Musicalisches 
Blumen-Buschlein  and  in  1702  Fischer  pub- 
lished 20  organ  preludes  and  fugues  for  organ, 
entitled  Ariadne  musica. 

With  the  death  of  the  margrave  in  17 16  the 
court  moved  from  Schlackenwerth  to  Rastatt 
where  the  11 -year  regency  preceding  the 
accession  of  Margrave  Ludwig  Georg  (1727) 
stimulated  a  new  flowering  of  musical  enter- 
tainment, such  as  the  three-act  Singspiel 
Fischer  composed  for  the  wedding  of  Ludwig 
Georg  in  1721.  Fischer's  last  publication  was 
his  Musicahscher  Parnassus  ( 1 738),  a  collection 
of  keyboard  suites,  each  named  after  a 
muse. 

Froberger,  Johann  Jacob.  See  Central 
EUROPE  3  Austro-Hungary:  Vienna. 

Galli-Bibiena.  See  Central  Europe  3  Austro- 
Hungary:  Vienna. 

Greber,  Jakob.  See  Central  Europe  j 
Austro-Hungary. 

Grua,  Carlo  (Alisio)  Pietro  (ci  700  1773). 
Kapellmeister  and  composer  at  the  Mannheim 
court  from  1734  until  his  death,  probably  the 
son  of  the  Florentine  composer  Carlo  Luigi 
Pietro  Grua.  In  1742  his  Meride  (text  by  Pas- 
quini)  inaugurated  the  new  court  opera;  his 
La  clemenza  di  Tito  celebrated  the  elector's 
wife's  birthday  in  1748.  During  the  1740s  he 
produced  five  oratorios,  but  with  the  arrival 
of  Ignaz  Holzbauer  in  1753,  Grua  turned  his 
energies  exclusively  to  sacred  music. 

Hochbrucker.  Instrument  makers  and  harp- 
ists, of  whom  Jakob  (b  ^1673)  is  credited  with 
having  invented  the  pedal  harp.  The  son  of  a 
violin  maker  in  Augsburg,  Jakob  moved  to 
Donauworth  where  he  also  built  lutes  and 
violas.  His  son  Simon  (1699-11750)  was  pri- 
marily a  harpist,  responsible  for  introducing 
his  father's  invention  throughout  Germany 
and  abroad.  He  undertook  tours  with  his  harp, 
playing  in  Vienna  (1729),  Leipzig  and  Brussels 
(1739),  North  Germany  (1750)  and  Paris 
where,  in  the  late  1 8th  century,  harp  playing 
flourished  -  largely  because  of  Marie  Antoin- 
ette's patronage  and  the  energetic  elforts  of 
Madame  de  Genlis. 


Horn,   Johann    Caspar.    See  Northern 

Europe  4  Saxony  and  Thuringta:  Leipzig. 
Reiser,  Reinhard.  See  Northern  Europe  / 

Xorth  Germany:  Hamburg. 
Knupfer,  Sebastian.  See  Northern  Europe 

4  Saxony  and  Thuringta:  Leipzig. 
Kraft,  Sebastian  Johannes.  See  Northern 

EUROPE  5  West  Germany  and  the  Rhineland. 
Kusser,  Johann  Sigismund.  See  Northern 

EUROPE  7  Itinerant  Musicians. 
Marini,  Biagio.   See   Italy   10  Itinerant 

Musicians. 

Moltcr,  Johann  Melchior  (1696-1765).  Ver- 
satile composer  who  travelled  widely  in  Italy 
( 1 719  22,  1737  8)  and  held  Kapellmeister 
posts  in  Karlsruhe  (1722  33,  1742-65)  and  his 
native  Eisenach  (1734-41).  Molter's  career  at 
the  Baden-Durlach  (Karlsruhe)  court  was 
interrupted  by  the  War  of  Polish  Succession 
and  that  at  the  Eisenach  chapel  ended  with 
the  death  of  his  patron,  Duke  Wilhelm  Hein- 
rich.  His  trips  to  Italy,  financed  by  his  patrons, 
brought  him  into  contact  with  Tomaso  Albi- 
noni,  the  Marcellos,  Alessandro  Scarlatti, 
Vivaldi,  Leonardo  Leo,  Pergolesi,  Sammartini 
and  others;  their  influence  is  evident  in  his 
numerous  concertos  (for  one  solo  instrument 
and  orchestra)  and  wind  chamber  music  (he 
wrote  for  unusual  hybrid  instruments  such  as 
the  flauto  cornetto  and  the  flauto  d'amore  as 
well  as  for  clarinet  and  harp).  He  also  com- 
posed cantatas  and  oratorios,  but  no  operas. 

Muffat,  Georg.  See  Central  Europe  2  Salz- 
burg. 

Muffat,  Gottlieb.  See  Central  Europe  3 

Austro-Hungary:  Vienna. 
Ncri,  Massimiliano.  See  Italy  4  Venice. 
Nielsen,  Hans.  See  Northern  europe  2 

Scandinavia. 

Pachelbel,  Johann.  See  Northern  europe  6 
Middle  Germany. 

Price,  John  (d  1 64 1 ).  Versatile  English  instru- 
mentalist working  on  the  Continent.  Price 
served  20  years  (1605-25)  at  the  Wurttemberg 
court  in  Stuttgart,  then  at  the  Dresden  court 
(1629-33)  antl  the  Danish  court  (1634)  before 
settling  in  Vienna  in  1637.  Mcrscnne  would 
appear  to  have  heard  him  play  on  the  three- 
hole  flute;  in  161 1  he  was  handsomely  paid  for 
playing  the  cornett  and  viola  bastarda.  Schiitz 
had  little  respect  for  him,  though  while  at 
Dresden,  he  amazed  many  listeners  with  his 
simultaneous  performances  on  the  viol  and 
English  'pfeifflin'. 

Printz,  Wolfgang  Caspar.  See  Northern 
europe  4  Saxony  and  Thuringta. 

Silbermann.  Family  of  organ  builders  and 
instrument  makers,  working  to  the  highest 
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standards,  and  based  in  Strasbourg  and  Frei- 
berg. Andreas  Silbcrmann  (1678- 1734)  learnt 
his  craft  in  Strasbourg  and  Alsace  before 
going  to  Paris  in  1704  to  work  with  Francois 
Thierry;  while  there  he  became  closely 
acquainted  with  the  virtuoso  organist  Louis 
Marchand.  The  instruments  he  built  after  his 
return  to  Strasbourg  were  a  synthesis  of  the 
best  of  the  French  and  German  schools.  His 
son  Johann  Andreas  (1712-83)  followed  him 
in  the  business,  building  54  organs  in  Alsace, 
Lorraine,  Baden  and  Switzerland;  in  addition 
he  served  in  the  Strasbourg  Senate. 

Gottfried  Silbermann  (1683- 1753)  was 
trained  by  his  brother  and  managed  the  firm 
in  Andreas's  absence,  but  in  1 7 1 1  he  moved 
to  Freiberg,  where  he  built  an  organ  for  the 
cathedral  (completed  in  17 14).  Gottfried 
was  also  much  sought  after  as  a  clavichord 
maker  -  C.  P.  E.  Bach  owned  one  for 
50  years  -  although  his  innovative  cembal 
d 'amour  never  caught  on.  Until  1727  he  built 
pantaleons  for  Hcbenstreit;  in  the  mid  1730s 
he  began  building  grand  pianos  modelled  on 
those  of  Cristofori;  he  took  J.  S.  Bach's  criti- 
cisms to  heart  and  ultimately  won  his  praise. 
Frederick  the  Great  commissioned  two  of  his 
pianos.  Death  came  as  he  was  working  on  the 
organ  for  the  Catholic  Hof  kirche  in  Dresden, 
which  his  pupil  Zacharias  Hildebrandt  com- 
pleted. 

Simpson,  Thomas.  See  Northern  elrope  / 
North  Germany. 

Stainer,  Jacob  (.'1617-83).  Tyrolean  violin 
maker  who  learnt  the  trade  in  Italy  (albeit 
from  a  German  maker);  he  was  denounced  as 
a  suspected  heretic  in  1669.  Stainer  lived  in 
Absam  but  travelled  a  great  deal,  visiting  mon- 
asteries, churches  and  courts,  selling  and 
repairing  instruments.  When  not  suffering 
from  manic  depression,  he  built  instruments 
rivalling  those  of  Stradivari  in  varnish  and 
tone 

Strattner,  Georg  Christoph.  See  Northern 

EUROPE  4  Saxony  and  Thuringia. 
Tecchler,  David.  See  Italy  7  Papal  States: 

Rome. 

Techelmann,  Franz  Matthias.  See  Central 
EUROPE  j  Austro-Hungary:  Vienna. 

Tuma,  Frantisek  Ignac  Antonin.  See 
Central  elrope  3  Austro-Hungary:  Vienna. 

Weiss.  Family  of  lutcnists,  of  whom  Silvius 
Leopold  achieved  international  fame  (see 
Northern  Europe  5  West  Germany  and  the 
Rhmeland).  His  father,  Johann  Jacob  Weiss 
U 1662  1754),  was  the  court  lutcnist  at  Diis- 
seldorf  and  moved  with  the  court  first  to  Hei- 
delberg in  17 18  and  then  to  Mannheim  two 
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years  later.  Another  son,  Johann  Sigismund 
(after  1 600-1 737),  joined  his  father  at  the  Pala- 
tine chapel  and  stayed  on,  becoming  director 
of  instrumental  music  in  1732  and  Kon- 
zertmeister  two  years  later.  He  composed 
chamber  music  and  concertos. 

Wilderer,  Johann  Hugo  von.  See  Northern 
EUROPE  5  West  Germany  and  the  Rhmeland. 

Zindelin,  Philipp  (^1550-1622).  Instrument- 
alist (cornctt  and  organ),  teacher  and  progress- 
ive composer  who  worked  for  most  of  his 
life  in  Augsburg  under  the  patronage  of  the 
influential  Fugger  family.  For  a  time,  Zindelin 
w  as  also  in  the  service  of  Cardinal  Andreas  at 
Konstanz  and  had  connections  at  the  Munich 
and  Innsbruck  courts.  He  composed  exclu- 
sively music  for  chapel  and  cathedral  use. 
Though  Latin  in  conception,  some  of  his 
music  makes  use  of  chorales  (a  sign  of  the 
religious  climate  in  Augsburg).  His  16 15  col- 
lection of  Magnificat  settings  and  antiphons 
with  continuo  is  one  of  the  earliest  German 
publications  in  the  seconda  prattica  style. 


Munich 

Albinoni,  Tomaso  Giovanni.  See  Italy  4 

Venice. 

AHprandi,  Bernardo  (c  1710-4 1792).  Mila- 
nese^) cellist  and  composer  working  at  the 
Bavarian  court  from  at  least  173 1 ;  his  son 
of  the  same  name  (1 747-1 801)  was  also  a  court 
cellist.  Aliprandi  was  appointed  composer  of 
chamber  music  in  1737,  succeeding  G.  B.  Fer- 
randini,  and  Konzertmeister  in  1 744.  He  com- 
posed at  least  two  operas  and  a  Stabat  mater 
( 1 749)  for  soprano,  alto  and  chamber  orchestra 
as  well  as  music  for  the  Jesuit  college  in 
Munich.  He  retired  to  Frankfurt  am  Main  in 
1778. 

Bernabei.  Roman  family  of  musicians  w  orking 
in  Munich.  Ercole  Bernabei  (1622-87)  held 
two  important  posts  in  Rome  as  organist  and 
maestro  di  cappella,  succeeding  Luigi  Rossi  at 
S  Luigi  dei  Francesi  (1653-65,  1667-72),  and 
serv  ing  in  the  interim  at  S  Giovanni  in  Later- 
ano  (1665-7),  before  following  Orazio  Bene- 
voli  at  the  Cappella  Giulia  in  1672.  He  was 
adept  at  composing  in  both  the  stile  antico  and 
the  stile  moderno;  well  know  n  among  his  works 
in  the  latter  are  1 5  three-voice  pieces  entitled 
Concerto  madrigalesco  (1669).  In  1674,  he 
was  appointed  Kapellmeister  to  Prince  Ferd- 
inand Maria  of  Bavaria;  Agostino  Steffani 
accompanied  him  as  his  general  factotum  to 
Munich.  In  this  post,  Bernabei  was  required 
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to  compose  operas,  of  which  only  two  librettos 
survive. 

His  elder  son,  Giuseppe  Antonio  (.M649- 
1732),  was  a  priest;  he  was  maestro  di  cappella 
at  S  Luigi  dei  Francesi  and  oratorio  organist 
at  S  Marcello  (just  as  his  father  had  been) 
before  joining  Ercole  in  1677  at  Munich  as 
his  vice-Kapellmeister,  and  succeeding  him 
as  Kapellmeister  ten  years  later.  Although 
Pictro  Torri  was  the  official  court  opera  com- 
poser, Giuseppe  Antonio  composed  operas, 
sinfonias,  serenades  and  sacred  music  for  the 
Bavarian  court.  His  younger  brother  Vincenzo 
(1660- 1 732/6)  was  a  gifted  keyboard  player, 
for  a  time  very  active  in  Roman  opera  circles, 
but  irresponsible  about  money.  In  order  to 
keep  an  eye  on  him,  his  father  arranged  an 
organ  post  at  Munich  from  1684. 

Bernacchi,  Antonio  Maria.  See  Italy  to 
Itinerant  Musicians. 

Bcrnardi,  Stefano.  See  Italy  to  Itinerant 
Musicians. 

Bordoni,  Faustina.  Sec  Italy  to  Itinerant 
Musicians. 

Brescianello,  Giuseppe  Antonio.  See 
Central  Europe  /  South  Germany. 

Dall'Abaco.  Italian  string  players  and  com- 
posers, father  and  son,  working  in  Germany 
and  the  Netherlands.  Evaristo  Felice  (1675™ 
1742)  was  a  Veronese  composer-cellist  and 
violinist  in  the  service  of  Maximilian  II 
Emanuel  of  Bavaria,  whom  Dall'Abaco 
accompanied  to  exile  in  the  Low  Countries 
and  France  before  returning  to  Munich  in 
171 5  as  Konzertmetster  (and,  two  years  later, 
an  elector  councillor).  While  in  the  Nether- 
lands, he  married,  and  his  son,  Joseph-Marie- 
Clement,  was  born.  Predictably,  the  later 
sonatas  and  concertos  (especially  from  op.  4 
onwards)  of  Evaristo  Felice  betray  his 
exposure  to  French  music  during  his  northern 
sojourn.  Although  he  published  only  six  col- 
lections they  giv  e  every  sign  of  being  carefully 
compiled.  Back  in  Munich,  he  held  'aca- 
demies' in  his  home. 

Joseph-Marie  Clement  Dall'Abaco  (41710- 
1805)  studied  in  Venice  before  taking  up  a 
post  as  chamber  music  cellist  (Hofmusikus  mil 
dent  Violoncell)o( the  electoral  chapel  at  Bonn. 
In  1740  he  was  in  London  and  1749  in  Vienna, 
where  his  music  for  five  cellos  was  performed. 
In  1766  he  was  made  a  baron  at  the  Munich 
court. 

Durastanti,  Margherita.  See  Italy  to  Itin- 
erant Musicians. 

Ferrandini,    Giovanni    Battista  (41710 
1 791).  Venetian  oboist  and  composer,  who 
spent  most  of  his  life  at  the  Munich  court. 


Trained  at  the  Conservatorio  dei  Mendicanti 
by  Antonio  Biffi,  Ferrandini  first  served  at  the 
court  of  Duke  Ferdinand  in  1722,  then  that  of 
the  elector  in  1723,  though  only  in  1737  was 
he  appointed  director  of  chamber  music.  Fer- 
randini composed  cantatas  and  trio  sonatas  as 
well  as  operas.  Among  his  pupils  he  counted 
the  Elector  Maximilian  III  Joseph  and  his 
sister,  Maria  Antonia  Walpurgis.  In  1753  his 
opera  Catone  in  Utica  (text  by  Metastasio) 
inaugurated  the  Cuvilliestheater.  Owing  to  ill 
health  he  spent  some  time  in  Padua,  where  he 
continued  to  compose  for  the  Bavarian  court; 
the  Mozarts  visited  him  there  in  1771.  He 
returned  to  Munich  shortly  before  his  death. 
Foggia,  Francesco.  See  Italy  7  Papal  States: 
Rome. 

Hassc,  Johann  Adolf.  See  Northern  EUROPE 
4  Saxony  and  Thuringia:  Dresden. 

Henricus,  Nikolaus  (41575-1654).  Munich 
court  printer  who  printed  the  posthumous 
collection  of  the  works  of  Orlande  de  Lassus, 
compiled  by  his  sons,  in  1604.  Henricus 
learned  his  trade  from  the  court  printer  Adam 
Berg,  whose  daughter  he  married  in  1597  and 
whom  he  succeeded  on  his  death.  Like  Berg, 
he  had  to  become  a  citizen  of  Munich  and  to 
convert  to  Catholicism  before  gaining  ducal 
permission  to  found  a  printing  firm  of  his  own. 

Kerll,  Johann  Kaspar.  See  Central  elrope 

j  Austro-Hungary :  Vienna. 

kuhnel,  August.  See  Northern  Europe  7 
Itinerant  Musicians. 

Lassus.  Descendants  of  Orlande  de  Lassus, 
working  at  the  Bavarian  court  chapel.  Fer- 
dinand de  Lassus  (4-1560-  1609),  a  court  singer 
and  composer  from  1584,  was  appointed 
Kapellmeister  at  Munich  in  1602;  his  son  of 
the  same  name  (1592  1630)  studied  in  Rome 
before  also  becoming  Kapellmeister  at  Munich 
(1616-29).  The  elder  Ferdinand's  brother 
Rudolph  (4-1563- 1625)  was  an  organist  and 
prolific  composer  in  both  the  prima  prattica 
and  the  seconda  prattica;  he  joined  the  chapel 
in  1585  and  served  as  court  organist  from 
1589.  Together,  Ferdinand  and  Rudolph  com- 
piled an  anthology  of  their  father's  music  and 
published  it  as  his  Magnum  opus  mustcum  in 
1604. 

Maccioni,  Giovanni  Battista  (d  c  1678). 
Italian  harpist,  composer,  librettist  and  chap- 
lain (possibly  from  Orvieto).  He  worked  at  the 
Munich  court  (165 1-6 1)  and  then  at  the  papal 
court,  as  a  special  envoy  charged  with  the 
recruitment  of  castratos.  At  Munich,  Mac- 
cioni was  a  favourite  of  the  new  electress, 
I  lenriette  Adelaide  of  Savoy,  whom  he  taught 
to  play  the  harp.  She  commissioned  a  number 
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of  musical  dramatic  works  for  which  he  com- 
posed the  librettos  and  sometimes  the  music. 
His  appropriately  titled  L'arpa  festante  (1653) 
was  the  first  Italian  operatic  work  (an  extended 
scene  with  five  soloists,  recitatives,  arias,  duets 
and  a  finale)  to  be  performed  at  the  Munich 
court.  Maccioni  may  have  provided  J.  K.  Kerll 
with  the  libretto  for  the  tournament  music, 
Applausi  festivi  (1658). 

Mauro.  See  Italy  4  Venice. 

Maximilian  II  Emanuel  (d  1726).  Elector 
of  Bavaria  who  served  as  Governor  of  the 
Spanish  Netherlands  (1692-9,  returning  there 
in  exile,  1704-6).  His  prowess  as  a  bass  viol 
player  and  taste  for  French  music  greatly 
benefited  from  his  contact  with  the  French 
court,  whose  king  deemed  it  mutually  bene- 
ficial to  subsidize  the  elector's  final  years  of 
exile  in  France  at  Compiegne  (1709-15). 

Even  in  exile,  Maximilian  II  Emanuel 
maintained  a  large  staff  of  Italian  musicians, 
including  Pietro  Torri,  P.  A.  Fiocco  and  E.  F. 
DairAbaco  as  well  as  Germans  such  as  J.  C. 
Pez  and  R.  I.  Mayr.  He  also  employed  French 
musicians  such  as  J.-J.-B.  Anet,  Hilaire 
Verloge  and  Jeanne-Francoise  Dandrieu  (a 
singer  and  sister  to  Jean-Francois  Dandrieu); 
Antoine  Forqueray  tutored  him  on  the  viol, 
Marin  Marais  composed  trios  (lost)  for  his 
court  and  Elisabeth-Claude  Jacquet  de  la 
Guerre  dedicated  her  third  book  of  cantatas 
(n.d.)  to  him.  While  Governor  of  the  Spanish 
Netherlands  Maximilian  II  Emanuel  was  able 
to  enjoy  performances  of  Lully  operas  (under 
Fiocco's  direction). 

His  idyll  was  disturbed  by  the  War  of  the 
Spanish  Succession:  having  sided  with 
France,  his  forces  were  defeated  by  the 
English  at  Hochstadt  in  1704,  which  in  turn 
led  to  his  temporary  exile  in  the  south  Nether- 
lands and  France.  However,  in  17 15  he 
returned  with  his  musicians  (who  now 
included  Jacques  Loeillct)  to  Munich,  where 
they  enlivened  the  court  wth  lavish  theatre 
productions. 

Mayr,  Rupert  Ignaz  (1646-17 12).  Kapell- 
meister, violinist  who  studied  with  Lully 
(c  1 683-5),  ana"  composer.  His  sacred  music 
was  more  influenced  by  Carissimi  and  J.  K. 
Kerll  than  by  Lully.  Mayr  held  posts  at  Frcis- 
ing,  Eichstatt,  Regensburg  and  Passau  during 
the  1670s  and  early  1680s,  before  accepting  a 
permanent  appointment  at  the  Munich  court 
of  Elector  Maximilian  II  Emanuel  in  1683; 
when  the  musical  life  at  court  was  suspended 
owing  to  the  War  of  the  Spanish  Succession, 
Mayr  returned  to  the  prince-bishopric  of 
Freising  as  Kapellmeister. 
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Murschhauser,  Franz  Xaver  (1663- 1738). 
Music  director  at  Unsere  Liebe  Frau, 
Munich,  organist-composer  and  theorist. 
Murschhauser,  a  pupil  of  Siegmund  Auer  and 
J.  K.  Kerll,  published  two  volumes  of  organ 
fantasies  and  fugues  (1696,  1703-7)  based  on 
plainsong  melodies,  and  a  backward-looking 
treatise  (Academia  musico-poetica  bipartita, 
1 721),  brutally  satirized  in  the  first  volume  of 
Johann  Mattheson's  Critica  musica  (1722). 

Neri,  Massimiliano.  See  Italy  4  Venice. 

Pez,  Johann  Christoph  (1664-17 16). 
Kapellmeister,  singer,  instrumentalist  and 
composer  who  worked  at  the  court  in  his  native 
Munich,  as  well  as  at  those  of  Bonn  and 
Stuttgart.  Pez  came  from  a  family  of  musicians 
associated  with  the  Petrikirche,  the  Munich 
parish  church  known  for  its  thriving  music 
school.  A  tenor,  and  viol  and  lute  player,  he 
attended  the  Jesuit  school  (where  only  plain- 
song  and  a  cappella  singing  were  allowed),  and 
was  eventually  appointed  choirmaster  (1687). 
Soon  after  his  appointment  to  a  chamber 
music  post  at  the  electoral  court,  Pez  was  sent 
to  Rome  to  study.  His  music  was  always  to  be 
greatly  influenced  by  the  five  years  he  spent 
there  (his  italianate  works  include  cantatas  and 
occasional  theatre  music),  though  he  was  also 
much  indebted  to  J.  K.  Kerll. 

He  returned  to  Munich  in  1692,  but  left 
for  Bonn  almost  immediately,  since  Elector 
Maximilian  II  Emanuel  was  in  residence  in 
Brussels.  At  Bonn  he  was  initially  charged 
with  improving  the  Kapelle  of  the  Arch- 
bishop-Elector of  Cologne,  and  was  then  con- 
firmed as  Kapellmeister  in  1696.  He  returned 
to  Munich  in  1701  and  was  appointed 
Kapellmeister  of  the  Wiirttemberg  court  at 
Stuttgart.  Pez  published  instrumental  col- 
lections in  London  and  Amsterdam  as  well  as 
Augsburg  (where  he  also  issued  his  sacred 
music). 

Porro,  Giovanni  Giacomo  (a  590-1 656). 
Italian  organist  and  composer,  working  as 
Kapellmeister  in  Munich  from  about  1633. 
Porro  served  as  organist  to  the  Duke  of  Savoy 
in  Turin  (from  1681)  before  taking  up  a  post 
in  Rome  as  maestro  di  cappella  of  S  Lorenzo 
in  Damaso  in  1723.  However,  his  career  as  an 
organist  was  not  yet  behind  him:  from  1626 
he  was  a  deputy  organist  at  S  Pietro  and, 
four  years  later,  took  over  Frescobaldi's  duties 
while  the  latter  was  in  Florence. 

In  1633  he  sought  work  at  the  electoral 
court  in  Munich  but  was  not  rewarded  with  a 
post  until  two  years  later,  when  he  was 
appointed  \icc-Kapellmeister  -  and  Kapell- 
meister soon  after  -  to  Elector  Maximilian  I. 
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Porro  composed  sacred  music,  including  187 
psalms  and  208  antiphons,  as  well  as  around 
200  madrigals.  From  1651,  with  the  accession 
of  Elector  Ferdinand  Maria,  Porro  was 
encouraged  to  produce  Italian  opera  in 
Munich.  He  was  succeeded  by  J.  K.  Kerll. 

Porta,  Giovanni.  See  Italy  4  Venice. 

Sandoni,  Pietro  Giuseppe.  See  Italy  7  Papal 
States:  Bologna- Ferrara. 

Steffani,  Agostino.  See  Northern  elrope 
/  North  Germany. 

Torn,  Pietro  (c  1650- 1737).  North  Italian 
organist,  Kapellmeister  and  composer  working 
at  the  Bavarian  court  in  Munich  and  the 
Spanish  Netherlands.  Torri's  first  appoint- 
ment was  as  Kapellmeister  to  the  Margrave  of 
Bayreuth  in  1672,  but  after  12  years'  service 
he  left  to  travel  in  Italy.  Five  years  later  (1689) 
he  was  appointed  organist  at  the  Bavarian 
court  of  Maximilian  II  Emanuel,  though  he 
also  composed  secular  music:  in  1690  his 
serenata  Gli  oracoli  di  P allude  e  di  Nemesi 
was  performed  before  Emperor  Leopold  I  and 
further  serenatas  and  operas  followed. 

In  1692  he  accompanied  the  elector  (as 
maitre  de  chapelle)  to  the  Spanish  Netherlands, 
interrupting  his  stay  there  to  deputize  as 
Kapellmeister  at  the  Hanover  court  in  1696. 
During  this  period  he  composed  operas,  ora- 
torios and  instrumental  chamber  music,  all  of 
which  were  equally  indebted  to  French  and 
Italian  traditions.  When  he  returned  to 
Munich  in  1701  he  was  obliged  to  accept  the 
lesser  post  of  director  of  chamber  music  (as 
Ercole  Bernabei  was  already  the  Munich  court 
Kapellmeister).  However,  when  the  elector  was 
exiled  to  Brussels  in  1704,  Torri  accompanied 
him  and  took  on  additional  duties  as  maitre  de 
chapelle  at  Ste  Gudule.  Two  years  later  the 
English  laid  siege  to  Brussels,  and  the  elector 
fled  to  French  territory  (Mons  and  Namur) 
with  Torri  and  the  other  court  musicians  in 
tow.  Despite  the  fact  that  P.  A.  Fiocco  suc- 
ceeded Torri  as  maitre  de  chapelle  at  this  time 
(1706),  Torri  remained  in  the  elector's  retinue 
and  returned  to  Munich  as  llofkapell-Director 
in  171 5.  In  that  capacity  he  composed 
occasional  cantatas  and  operas  (at  the  rate  of 
one  per  year)  for  the  Hoftheater.  On  the  death 
of  Bernabei  in  1732,  Torri  was  at  last 
appointed  Hof  kapellmeister. 


2  Salzburg 

Bernardi,  Stefano.  See  Italy  10  Itinerant 
Musicians. 

Biber,  Heinrich  Ignaz  Franz  von  (1644- 
1704).  Bohemian-born  Kapellmeister  at  the 
Salzburg  court  (from  1 670/1),  composer  and 
violin  virtuoso  -  the  finest  practitioner  of  the 
art  of  scordatura  -  whose  only  peer  in  all  of 
Europe  was  J.  J.  Walther.  Biber  worked  at 
Kromefiz  (central  Moravia)  during  the  1660s, 
at  the  court  of  the  prince-bishop  (an  ardent 
music-lover  and  amateur  violin,  viola  and  bass 
player)  Count  Liechtenstein-Kastelkorn  of 
Olomouc,  in  whose  library  most  of  the  extant 
Biber  autographs  are  preserved.  He  must  have 
known  that  the  count  would  no:  wish  to  release 
him  from  service,  because  in  1670  he  departed 
without  making  formal  petitions;  this  breach 
was  forgiven  and  the  Kromcnz  court  con- 
tinued to  be  the  regular  recipient  of  new  music 
from  Biber. 

By  the  end  of  1670  Biber  had  arrived  in 
Salzburg  where  he  immediately  gained  an 
appointment  in  the  archbishop's  Kapelle. 
There  he  remained  for  the  rest  of  his  life, 
composing  operas  (only  Chi  la  dura  la  vince, 
1687,  survives)  and  school  dramas,  a  cappella 
Masses,  large-scale  concerted  works  (the 
anonymous  53-part  Missa  saltsburgensis  of 
1682  has  been  attributed  to  either  Biber  or 
Hofer),  as  well  as  instrumental  music  for  the 
court.  His  only  colleague  of  comparable 
stature  was  the  court  organist,  Georg  Muffat. 
In  spite  of  his  fabulous,  polyphonic  violin 
technique,  Biber  apparently  never  toured  and 
was  known  only  through  his  published 
editions  of  solo  and  ensemble  music  which 
began  to  appear  about  1676.  An  excellent  choir 
trainer,  he  was  duly  appointed  vice- 
Kapellmeister  in  1679  and  Kapellmeister  five 
years  later.  Having  earlier  come  to  the  atten- 
tion of  Leopold  I,  Biber  was  ennobled  in 
1690. 

The  remarkable  scordatura  Mystery 
(Rosary)  Sonatas  for  violin  and  continuo  pub- 
lished that  year  were  composed  as  postludes 
for  the  special  October  services  devoted  to  the 
Rosary  Mysteries,  at  Salzburg  Cathedral.  The 
occasional  nature  of  the  music  was  under- 
scored by  the  inclusion  in  the  edition  of 
engraved  depictions  of  the  15  mysteries  plus 
another  of  a  guardian  angel  with  a  child  (pre- 
ceding a  single,  unaccompanied  passacaglia). 
A  collection  of  ensemble  music  for  strings 
and  trumpets  also  appeared  in  1676,  which  he 
followed  with  two  further  collections  of  string 
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music  for  one  or  two  violins,  two  violas  and 
bass  (1680,  1683). 

That  as  a  soloist  Biber  was  not  exclusively 
wedded  to  the  scordatura  idiom  is  reflected  in 
the  violin  Sonatae  he  published  in  Nuremberg 
in  1681  (which  include  sets  of  virtuoso  vari- 
ations ascending  to  6th  and  7th  positions), 
only  two  of  which  employ  this  technique.  But 
it  was  a  measure  of  the  popularity  of  his  richly 
polyphonic  music  that,  eight  years  after  his 
death,  a  collection  of  previously  unpublished 
scordatura  trio  sonatas  (Harmonia  artificiosa- 
ariosa)  was  issued. 

Biechteler  von  GreirTenthal,  Matthias 
Sigismund  (c  1670-^1744).  Kapellmeister  to 
the  Prince- Archbishop  of  Salzburg  (1690- 
17 1 2)  and  prolific  composer  of  concerted 
sacred  music.  Biechteler  was  educated  at  the 
Jesuit  University  at  Graz  and  served  as  a 
singing  teacher  to  the  cathedral  choristers  at 
Salzburg,  before  taking  up  the  post  of 
Kapellmeister.  He  was  ennobled  for  his  ser- 
vices in  1724. 

Bo  nam  i  co,  Pietro.  See  below. 

Guetfreund,  Peter  (<r  570-1625).  Kapell- 
meister to  the  Prince-Archbishop  of  Salzburg, 
known  by  the  italianization  of  his  name  (Pietro 
Bonamico);  alto  singer  and  composer  of  sacred 
music.  Guetfreund  was  attached  to  the  Baden- 
Wurttemberg  court  chapel  under  Ferdinand 
de  Lassus  (from  1588),  before  taking  up  a  post 
under  Johann  Stadlmayr  at  Salzburg.  In  1608 
he  succeeded  Stadlmayr  as  Kapellmeister, 
though  he  was  briefly  displaced  by  Francesco 
Turco  in  161 3,  during  the  transition  from  one 
prince-archbishop  to  the  next. 

Hofer,  Andreas  (1620-84).  Kapellmeister, 
both  at  Salzburg  Cathedral  (from  1666)  and 
to  the  Prince-Archbishop  of  Salzburg  (from 
1679),  organist  and  composer  of  large-scale 
works  which  very  likely  include  the  53-part 
Missa  salisburgensis  (1682)  once  ascribed  to 
Orazio  Benevoli  and  still  sometimes  attributed 
to  Biber.  Hofer  was  educated  at  Salzburg's 
Benedictine  university  and  held  a  post  as 
organist  at  a  Styrian  monastery  in  the  early 
1650s.  In  1654  he  returned  to  Salzburg  and 
was  appointed  \kc-Kapellmeister  to  the 
prince-archbishop. 

MufTat,  Georg  (1653-1704).  Savoyard  organ- 
ist working  in  South  Germany,  composer  of 
instrumental  music  and  important  writer  on 
performance  practice.  Much  of  what  is  known 
of  Muffat's  early  life  his  travels  to  Paris 
(1663-9),  Bavaria  (1674),  Vienna  (where  he 
failed  to  secure  a  post),  Prague  (1677),  Rome 
(1680-2)  and  Augsburg  (1690),  and  his  posts 
as  organist  and  chamber  musician  to  the  Arch- 


bishop of  Salzburg  under  Biber  ( 1 678-90)  and 
Kapellmeister  at  the  court  of  the  Bishop  of 
Passau  -  is  contained  in  the  autobiographical 
preface  to  his  Florilegium  primum.  He  was  the 
father  of  the  Habsburg  imperial  court  organist 
Gottlieb  Muffat. 

Inspired  by  his  contact  with  Lully  and 
Corelli  (and  Bernardo  Pasquini,  with  whom 
he  had  actually  studied),  MufTat  set  about 
popularizing  French  and  Italian  genres  and 
styles  in  Germany.  Soon  after  returning  from 
Italy  to  Salzburg  in  1682,  he  published  his 
Armonico  tributo,  a  collection  of  Corellian  con- 
cern grossi  for  five-part  strings,  at  least  some 
of  which  (he  claimed)  were  performed  in  con- 
certs at  Corelli's  Roman  townhouse.  His 
Apparatus  musico-organisticus  (1690),  which 
he  presented  to  Leopold  I  in  Augsburg,  con- 
tains 12  extended  organ  toccatas  in  which 
French  and  Italian  styles  and  idioms  are  inter- 
woven. 

His  first  published  collection  of  suites 
entirely  in  the  French  style  -  the  Florilegium 
primum  -  appeared  in  1695,  and  was  sup- 
plemented by  the  Florilegium  secundum  in 
1698.  While  not  the  first  to  be  published  in 
Germany  (J.  S.  Kusscr  -  another  Lully 
protege  -  had  already  published  French  over- 
tures in  1682),  these  arc  among  the  finest 
German  examples  in  the  French  style.  The 
preface  to  the  second  set  is  particularly  valued 
for  its  description  of  how  to  perform  ballets  a 
lafrancoise  and  the  unique  illustrated  treatise 
on  French  bowing  and  ornamentation.  A 
further,  unpublished  treatise  on  continuo 
practices  {Regulae  concentuum  partiturae, 
n699)  contains  many  examples  of  fully  figured 
basses  and  their  realizations.  With  the  excep- 
tion of  one  autograph  manuscript  of  a  violin 
sonata  composed  in  Prague  (1677),  Muffat's 
music  is  preserved  exclusively  in  these  printed 
editions. 

Rasi,  Francesco.  See  Italy  j  Mantua. 
Stadlmayr,  Johann.  See  Central  Europe  j 
Austro-Hungary. 


3  Austro-Hungary 

Albrici,  Vinccnzo.  See  Italy  10  Itinerant 
Musicians. 

Arnold  Georg.  See  Northern  Europe  6 

Middle  Germany. 

Benda,  Franz.  See  Northern  Europe  /  North 
Germany:  Berlin. 
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Biber,  Heinrich  Ignaz  Franz  von.  See 

Central  Europe  2  Salzburg. 
Bonporti,  Francesco  Antonio.  Sec  Italy  7 

Papal  States:  Rome. 
Capricornus,    Samuel    Friedrich.  See 

Central  Europe  /  South  Germany. 
Carestini,  Giovanni.  See  Italy  to  Itinerant 

Musicians. 

Cernohorsky,  Bohuslav  Matej.  Sec  Italy  4 

Venice. 

Ccsti,  Antonio.  See  Italy  to  Itinerant 
Musicians. 

Corbetta,  Francesco.  See  Italy  to  Itinerant 
Musicians. 

Esterhazy,  Pal  (1635-1713).  Hungarian 
statesman,  soldier,  virginalist,  composer,  poet 
and  patron.  Esterhazy  held  an  appointment  to 
Leopold  I  from  1661,  was  made  Hungarian 
Palatine  in  1681  and  in  1687  became  a  prince 
of  the  Holy  Roman  Empire.  He  maintained 
singers  and  instrumentalists  at  his  palace  at 
Eisenstadt  (1674),  compiled  a  collection  of 
dances  (Palas  Ester  kedves  tdncza,  1656),  in 
w  hich  he  gave  details  of  musical  instruments 
in  use  in  Hungary,  and  composed  55  sacred 
cantatas  (Harmonia  Caelestis,  171 1),  incor- 
porating German  and  Hungarian  melodies  as 
well  as  purely  instrumental  sections. 

Finger,  Gottfried.  See  British  isles  / 
London. 

Foggia,  Francesco.  See  Italy  7  Papal  States: 
Rome. 

Funck,  David.  See  Northern  Europe  7  Itin- 
erant Musicians. 

Galli-Bibiena,  Giovanni  Maria.  See 
Central  Europe  3  Austro-Hungary:  Vienna. 

Greber,  Jakob  (d  1731).  Austrian  Kapellmeis- 
ter and  composer  who  spent  the  early  years  of 
the  1 8th  century  as  a  theatre  composer  in 
London.  Greber  composed  the  instrumental 
music  for  Nicholas  Rowe's  1703  play,  The  Fair 
Penitent,  performed  at  Lincoln's  Inn  Fields 
Theatre,  and  became  acquainted  with  the 
popular  singer  Margherita  de  L'Epine  (there- 
after known  as  'Greber's  Peg')  in  the  course 
of  the  run.  Though  a  failure,  his  pastorale  Git 
amori  d'Ergasto  (1705)  had  the  distinction  of 
being  the  first  Italian  opera  to  be  performed 
at  the  new  Queen's  Theatre. 

By  1707  Greber  was  Kapellmeister  at 
Innsbruck  to  the  Tyrolean  governor,  Duke 
Carl  Philipp.  In  171 1  Gli  amort  d'Ergasto  was 
refurbished  for  a  performance  in  Vienna  with 
a  prologue  honouring  the  empress.  In  1717 
the  duke  became  Elector  Palatine,  moving 
with  his  musical  entourage  first  to  Neuburg, 
then  Heidelberg  and  finally  to  Mannheim.  In 
1723  Greber  was  required  to  share  the  post  of 


Kapellmeister  with  J.  II.  von  Wilderer  (who 
nevertheless  died  the  following  year).  Greber 
worked  closely  with  Augustin  Strieker,  Wil- 
derer and  Gottfried  Finger  (whom  he  had 
know  n  at  the  beginning  of  his  stay  in  London) 
on  opera  productions. 
Grillo,  Giovanni  Battista.  See  Italy  4 
Venice. 

Habermann,  Franz  (1706-83).  Bohemian 
music  master  and  composer  who  travelled 
widely  and  worked  in  France  and  Italy  as  well 
as  in  Prague.  After  studies  in  Prague  with 
F.  J.  Dollhopf,  Habermann  served  as  maitre 
de  musique  to  Prince  Louis-Henri  de  Conde 
( 1 73 1 )  and  later  to  the  Duke  of  Tuscany  in 
Florence.  He  returned  to  Bohemia  during  the 
early  1740s,  becoming  choirmaster  of  two 
Prague  monasteries  and,  for  the  last  decade  of 
his  life,  Kantor  at  Cheb.  Among  his  com- 
positions were  Masses  in  the  late  Baroque 
concerto  style,  a  highly  successful  opera 
comique  (lost)  for  the  coronation  of  Empress 
Maria  Theresa  as  Queen  of  Bohemia  in  1743, 
and  several  Easter  oratorios. 

Janovka,  Tomas  Baltazar  (1 669-1 741). 
Bohemian  organist  at  the  Tyn  Church  in 
Prague  for  50  years,  and  author  of  one  of 
the  first  Baroque  music  dictionaries:  Claris  ad 
thesaurum  magnae  art  is  musicae  (1701).  In  it, 
he  defined  170  multilingual  terms  relating  pri- 
marily to  church  and  organ  music,  illustrating 
them  with  musical  examples. 

Kuhnau,  Johann.  See  Northern  Europe  4 
Saxony  and  Thuringia:  Leipzig. 

Lilius,  Wincenty.  See  Northern  Europe  j 
Poland. 

Michna,  Adam  Vaclav  ^1600-1676). 
Bohemian  organist,  composer  and  vintner. 
Michna  -  the  son  of  the  bailiff  of  Jindrichuv 
I  Iradcc  castle  w  ho  w  as  also  the  tow  n  organist 
and  leader  of  the  castle  trumpets  -  received 
his  education  from  the  Jesuits  and  composed 
many  of  his  works  for  them.  He  succeeded  his 
father  as  town  organist  in  1633.  He  owned 
property  and  a  licensed  wine  vault.  Michna 
published  two  hymnals  for  simple  con- 
gregational singing  and  Sacra  et  litaniae 
(1654),  a  collection  of  more  ambitious  Latin 
conccrtato  music. 

Mingotti.  Sec  Italy  jo  Itinerant  Musicians. 

Motz,  Georg.  See  Northern  Europe  4  Saxony 
and  Thuringia. 

Opitz,  Martin.  See  Northern  Europe  7  Itin- 
erant Musicians. 

Pfleger,  Augustin.  See  Northern  Europe  / 
North  Germany. 

Priuli,  Giovanni.  See  Italy  4  Venice. 

Sbarra,  Francesco.  See  Italy  6  Tuscany. 
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Selma  y  Salaverde,  Bartolome  de.  See 
Iberian  peninsula  and  colonies  /  Spain. 

Sporck,  Count  Franz  Anton  (1662-1738). 
Viceroy  of  Bohemia  (from  1691)  and  patron 
of  the  arts.  When  Count  Sporck  visited  the 
French  court  about  1680,  he  had  two  of  his 
musicians  trained  to  play  the  French  cor  de 
chasse.  Back  in  Bohemia,  they  passed  on  their 
skills;  and  their  instruments  were  soon  copied 
by  Nuremberg  brass  instrument  makers. 
Sporck  published  an  influential  Czech  song- 
book  in  17 19  on  his  own  printing  press  and 
founded  a  monastery  at  Kuks  which  he 
endowed  with  a  substantial  collection  of 
music.  In  1724  he  imported  a  Venetian  opera 
troupe  to  perform  with  his  orchestra  (under 
the  direction  of  his  Kapellmeister  Tobias 
Seemann)  in  the  palace  theatres  at  Kuks  and 
Prague. 

Stadlmayr,  Johann  (^1575-1648).  Kapell- 
meister to  the  Archbishop  of  Salzburg  (1607), 
then  to  the  Archdukes  Maximilian  II  (1607- 
18)  and  Leopold  V  (from  1624,  continuing 
under  Leopold's  widow  after  1632)  at 
Innsbruck,  and  prolific  composer  of  con- 
servative sacred  music.  In  the  interim  between 
archil  in; a  1  appointments  (1618-24)  ne  sup- 
ported his  family  as  a  government  meat 
inspector;  personal  economic  constraints  later 
prevented  Stadlmayr  from  accepting  a  knight- 
hood from  Leopold  V.  His  music  was  widely 
circulated  in  anthologies. 

Steinbacher,  Johann  Michael  {ft  1727-40). 
Graz  organist  and  composer  of  the  earliest 
Austrian  harpsichord  concertos.  Eight  harp- 
sichord partitas  also  survive. 

Strattner,  Georg  Christoph.  See  Northern 
elrope  /  North  Germany. 

Tartini,  Giuseppe.  See  Italy  4  Venice. 

Tessarini,  Carlo.  See  Italy  10  Itinerant 
Musicians. 

Tranovsky,  Juraj  (1 592-1 637).  Bohemian 
Protestant  poet  and  cleric,  known  as  'the  Sla- 
vonic Luther',  who  compiled  an  important 
hymnal,  Cithara  Sanctorum  (1636).  Tranov- 
sky drew  from  Lutheran  chorales  (which  he 
translated)  and  previously  existing  Czech 
hymns,  in  addition  to  his  own  melodies.  He 
also  published  a  collection  of  150  four-part 
odes  (Odarum  sacrarum,  sive  Hymnorum  . . . 
libri  tres,  1629). 

Turini,  Francesco.  See  Italy  4  Venice. 

Valentini,  Giovanni.  See  Central  Europe  3 
Austro-Hungary:  Vienna. 

Vandini,  Antonio.  See  Italy  4  Venice. 

Vejvanovsky,  Pavel  Josef  (d  1693).  Morav- 
ian Kapellmeister,  trumpet  player,  composer 
and  music  copyist  in  the  service  of  the  Prince- 
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Bishop  of  Olomouc,  Karl  Liechtenstein- 
Kastelkorn,  at  Kromefiz  from  1664.  Taking 
his  cue  from  Schmelzer,  Vejvanovsky  incor- 
porated idiomatic  brass  parts  into  both  vocal 
and  instrumental  music;  his  Missa  clamantium 
(1683)  requires  a  tromba  breve  (tromba  piculi), 
pitched  a  tone  higher  than  a  clarino  trumpet. 
Biber,  in  particular,  was  influenced  by  his 
trumpet  writing. 
Veracini,  Francesco  Antonio.  See  Italy  6 
Tuscany. 

Weiss,  Silvius  Leopold.  See  Northern 
Europe  7  Itinerant  Musicians. 

Werner,  Gregor  Joseph  (1693- 1766).  Aust- 
rian organist  and  composer  who  served  as 
Kapellmeister  at  the  Esterhazy  court  at  Eisen- 
stadt  from  1728.  An  able  administrator, 
Werner  remained  in  this  post  for  33  years. 
When  Franz  Joseph  Haydn  succeeded  him  in 
1 76 1,  Werner  was  relegated  to  the  post  of 
Oberhof kapellmeister;  Haydn  weathered  his 
resentment  and  in  1804  even  published  a  set  of 
six  introductions  and  fugues  for  string  quartet 
which  he  took  from  Werner's  oratorios.  In 
addition  to  oratorios,  Werner  composed  a  cap- 
pella  and  concertato  Masses,  secular  cantatas, 
trio  sonatas  and  Christmas  music. 

Young,  William  (d  1662).  English  viol  player 
and  composer  working  in  Innsbruck.  Young 
was  regarded  by  Jean  Rousseau  and  others  as 
one  of  the  finest  viol  players  of  his  day.  In 
the  service  of  Ferdinand  Karl,  he  travelled 
to  Italy  and  Austria,  settling  in  Innsbruck.  His 
fantasies  and  dances  for  the  lyra  viol  belong 
to  the  English  tradition  of  Locke;  the  sonatas 
for  violins  and  viols  show  the  influence  of  con- 
temporary Italian  and  German  music.  Indeed, 
in  1653  Young  became  the  first  Englishman 
to  publish  music  called  'sonatas'.  His  son 
William  {ft  1660-71)  was  a  violinist  at  the 
English  court  of  Charles  II. 

Ziani,  Pietro  Andrea.  See  Italy  4  Venice. 

Zuccari,  Carlo.  See  Italy  10  Itinerant 
Musicians. 


Vienna 

Alborea,  Francesco  ['Francischello']  (1691- 
1739).  Highly  regarded  Neapolitan  cellist  who 
became  a  chamber  virtuoso  to  Count  Uhlen- 
feld  in  Vienna  (1726).  J.  J.  Quantz  and  Fran- 
cesco Geminiani  heard  him  perform  in  Italy, 
accompanying  the  castratos  Farinelli  and  Nic- 
olini  (with  Alessandro  Scarlatti  at  the  harp- 
sichord). Martin  Berteau,  founder  of  the 
French  school  of  cello  playing,  is  said  to  have 
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given  up  the  bass  viol  after  hearing  Fran- 
cischello  play  the  cello.  After  performing  trios 
with  him  in  Vienna,  the  violinist  Franz  Benda 
spoke  enviously  of  the  expressiveness  of  Fran- 
cischello's  playing.  I  Ic  was  caricatured  by  Pier 
Leone  Ghezzi  (Codex  Ottoboni)  and  painted 
by  Martin  von  Meytens  (1732). 
Ariosti,  Attilio.  See  Italy  to  Itinerant 
Musicians. 

Astorga,  Emanuele  d\  See  Italy  0  Sicily. 

Badia,  Carlo  Agostino  (1672-1738).  Italian 
composer  (possibly  Roman)  working  at  the 
Innsbruck  and  Viennese  courts;  he  was  the 
first  of  a  series  of  distinguished  Italian 
musicians  -  the  others  were  Giovanni  Bon- 
oncini,  P.  F.  Tosi  and  Francesco  Conti  -  to 
be  engaged  as  the  imperial  court  Musik- 
Compositeur .  At  Innsbruck  from  about  1691 
Badia  composed  operas  and  sepolcri,  which 
gained  the  attention  of  the  Viennese 
Habsburgs.  His  next  appointment  was  in  1693 
to  the  emperor's  step-sister  Eleonora  Maria 
(the  widow  of  the  King  of  Poland)  and  within 
a  year  he  was  ensconced  at  the  imperial  court, 
where  he  served  three  emperors  over  44  years. 
Badia  travelled  back  and  forth  to  Rome, 
married  a  prima  donna,  Anna  Maria  Elisabetta 
Nonetti,  and  in  1697  produced  the  first  court 
opera:  Bacco,  vinatore  delf  India  (which  he 
dedicated  to  Eleonora  Maria);  this  was  fol- 
lowed by  others,  as  well  as  oratorios  and 
chamber  cantatas  (12  of  the  latter  were  pub- 
lished as  Tributi  armontci,  dedicated  to 
Leopold  I,  at  Nuremberg,  probably  in  1699). 
Badia  was  ultimately  overshadowed  by  J.  J. 
Fux  and  Antonio  Caldara,  who  enjoyed  par- 
ticular favour  under  Charles  VI  (r.  171 1-40). 

Benda,  Franz.  See  Northern  f.urope  /  North 
Germany:  Berlin. 

Benevoli,  Orazio.  See  Italy  7  Papal  States: 
Rome. 

Bernacchi,  Antonio  Maria.  See  Italy  10 
Itinerant  Musicians. 

Bertali,  Antonio  (1605-69).  Veronese 
Kapellmeister  of  the  Habsburg  court  (1649), 
violinist  and  composer.  After  his  training  at 
Verona  Cathedral,  Bertali  gained  an  appoint- 
ment (1622)  in  the  service  of  Archduke  Karl 
Joseph  (brother  of  Ferdinand  II),  then  at  the 
imperial  court  (1624).  He  contributed  several 
important  occasional  pieces  -  a  cantata,  Donna 
real,  for  the  marriage  celebrations  of  the  future 
Emperor  Ferdinand  III  and  the  Spanish 
Infanta  Maria  (1631),  a  Missa  Ratts- 
bonensis  for  the  Imperial  Diet  at  Regensburg 

(1636)  and  a  Requiem  pro  Ferdinando  II 

(1637)  -  as  well  as  operas,  oratorios,  a  wide 
variety  of  liturgical  music  and  instrumental 


music.  In  1649  he  was  appointed  Kapellmeister 
(succeeding  Giovanni  Valentini)  and,  for  the 
next  20  years,  worked  to  establish  regular  per- 
formances of  Italian  opera. 

Bononcini,  Antonio  Maria.  See  Italy  5 
Modena-Reggio. 

Bononcini,  Giovanni.  See  Italy  5  Modena- 
Reggio. 

Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Burnacini.  Family  of  stage  designers  and 
machinists.  Giovanni  Burnacini  (c  1605-55)  's 
thought  to  have  staged  the  operas  of  Mon- 
teverdi in  Venice.  It  was  there  that  he  made 
his  name  as  a  machinist  worthy  of  comparison 
with  his  better-known  contemporary,  Gia- 
como  Torelli.  In  165 1  he  and  his  brother 
Marc'Antonio  were  called  to  Vienna  to 
design  and  supervise  the  opera  and  theatre 
productions  at  the  imperial  court  of  Ferdinand 
III.  Giovanni's  son,  Ludovico  (1636- 1707), 
began  as  his  father's  assistant.  Showing  him- 
self to  be  extraordinarily  gifted,  he  surpassed 
even  his  father's  achievements:  under  Emperor 
Leopold  I,  Ludovico  served  nearly  50  years, 
designing  spectacular  sets,  truly  ingenious 
machines  and  often  alarming  costumes  for  all 
manner  of  court  ceremonies  and  enter- 
tainments, from  sepolcri  to  comedies.  Among 
those  with  whom  he  collaborated  were  Bertali, 
Cesti  (//  porno  d'oro;  sec  Plate  12),  Antonio 
Draghi  and  the  Zianis.  He  also  designed  the 
court  theatre,  constructed  during  1666-8. 

Caldara,  Antonio  (r  1670- 1736).  Extra- 
ordinarily prolific  Venetian  composer  of 
operas  and  oratorios  who  in  1716  became  vice- 
Kapellmeister  at  the  imperial  court  in  Vienna 
under  J.  J.  Fux.  As  a  child,  Caldara  served 
as  a  choirboy  under  Giovanni  Lcgrcnzi  at  S 
Marco,  where  he  was  also  taught  composition 
and  to  play  the  viola  da  gamba,  cello  and 
keyboard;  he  published  his  first  com- 
positions -  trios  sonatas  and  solo  cantatas  - 
during  the  1690s. 

His  appointment  in  1699  as  maestro  di  cap- 
pella  da  chiesa  e  dal  teatro  by  Ferdinando 
Carlo,  Duke  of  Mantua,  proved  fortuitous:  the 
duke  spent  lavishly  on  opera  productions  at 
his  court  and  Caldara  was  given  a  free  rein  to 
develop  his  skill  as  a  composer  of  dramatic- 
music  (although  little  of  his  music  for  Mantua 
has  survived).  He  was  allowed  to  work  in 
Venice,  Florence,  Genoa  and  Rome,  and  may 
have  accompanied  the  duke  to  Paris  in  1704. 
In  1708  he  quit  Mantua  for  Rome  where  his 
Lenten  oratorio  //  martirio  di  S  Caterina  was 
performed  (quite  probably  in  the  presence  or 
with  the  assistance  of  Alessandro  Scarlatti, 
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C.  F.  Cesarini,  Bernardo  Pasquini,  Corelli  and 
even  Handel)  at  the  palace  of  Cardinal  Otto- 
boni. 

Hoping  eventually  for  a  court  post  at  either 
Madrid  or  Vienna,  Caldara  immediately  left 
for  Barcelona  -  to  the  court  of  the  Austrian 
Charles  III  -  where  his  opera  //  piu  bel  name 
(text  by  Pariati)  had  the  distinction  of  becom- 
ing the  first  Italian  opera  to  be  performed  in 
Spain.  Meanwhile  he  kept  his  Italian  options 
open:  his  Sofonisba  (text  by  Silvani)  was 
mounted  later  in  1708  at  the  Venetian  Teatro 
S  Giovanni  Grisostomo. 

He  returned  to  Rome,  became  maestro  di 
cappella  to  Marquis  Ruspoli  -  a  post  coveted 
by  the  young  Handel  -  and  spent  seven  years 
in  Ruspoli's  service.  Stimulated  by  the 
musicians  at  hand,  Caldara  composed  a  large 
quantity  of  solo  cantatas  and  duets,  four 
operas,  three  intermezzi  and  ten  oratorios.  I  Ic 
gradually  modified  his  Venetian  style  with 
galant  features,  favouring  smaller  orchestras, 
textures  emphasizing  the  soprano  register,  the 
use  of  dance  rhythms  and  instrumentally  con- 
ceived vocal  coloratura  parts. 

With  the  unexpected  death  of  Emperor 
Joseph  I  in  171 1,  Caldara  deemed  it  prudent 
to  renew  his  connections  with  Charles  III  - 
soon  to  become  Emperor  Charles  VI  -  on  his 
return  from  Spain  via  northern  Italy.  Caldara 
visited  Vienna  in  17 12,  but  found  M.  A.  Ziani 
and  Fux  firmly  ensconced  in  the  two  highest 
musical  posts.  On  his  return  journey  he 
stopped  in  Salzburg,  where  he  was  well 
received.  Ziani  died  in  1 715  and  was  succeeded 
as  Kapellmeister  by  Fux,  leaving  the  second 
post  of \icc-Kapellmeister  vacant.  Caldara  was 
the  natural  choice  and,  in  17 16,  he  returned 
to  Vienna,  pausing  again  at  the  Salzburg  court 
(where  between  17 16  and  1727  he  sent  one 
new  opera  annually). 

As  Fux's  assistant,  Caldara  was  largely  freed 
from  duties  as  a  liturgical  composer,  and  his 
fluent  technique  enabled  him  to  take  on  lucra- 
tive freelance  work.  He  was  charged  with  com- 
posing operas,  annually  for  the  emperor's 
name-day  and  (after  1726)  for  Carnival,  bien- 
nially for  the  empress's  birthday.  From  17 18 
he  set  all  the  new  opera  librettos  by  the  court 
poet  Apostolo  Zeno  and,  from  about  1725, 
all  Zeno's  new  oratorios  (drammi  sacri).  He 
modified  his  composing  style  again  under  the 
influence  of  Fux  (and  pressure  from  the 
emperor),  incorporating  more  contrapuntal 
textures.  But  it  was  Fux  who  provided  the 
opera  Costanza  e  Fortezza  to  celebrate  the 
coronation  of  the  emperor  as  King  of  Bohemia 
in  1723,  and  Caldara  who  conducted  the  per- 
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formances  at  Prague  (see  Plate  13).  During  the 
1 730s,  after  Pietro  Metastasio  had  succeeded 
Zeno,  Caldara  set  many  of  Metastases  opera 
and  oratorio  librettos  -  in  addition  to  the  ora- 
torios sent  annually  by  Zeno  from  Venice 
(until  1737). 
Carestini,  Giovanni.  Sec  Italy  10  Itinerant 
Musicians. 

Cesti,  Antonio.  See  Italy  10  Itinerant 
Musicians. 

Charles  VI  (1685-1740).  Holy  Roman 
Emperor  (171 1-40)  and  the  last  male  in  the 
I  Iabsburg  line,  patron,  keyboard  player,  con- 
ductor and  composer.  During  the  short  reign 
of  his  brother,  Joseph  I  (1705- 1 1),  he  presided 
over  a  court  in  Barcelona  and  was  known  as 
Charles  III,  pretender  to  the  Spanish  throne. 
As  Holy  Roman  Emperor,  he  perpetuated  in 
Vienna  the  lavish,  empty  court  life  and  deeply 
conservative  -  and  ultimately  repressive  - 
Counter-Reformation  spirit  to  which  he  had 
become  accustomed  in  Spain.  Charles  VI 
worked  tenaciously  to  ensure  the  ratification 
of  the  Pragmatic  Sanction  which  secured  his 
daughter  Maria  Theresa's  right  to  succeed 
him  as  head  of  state. 

In  1723  he  was  crowned  King  of  Bohemia 
in  Prague,  where  Fux's  Costanza  e  Fortezza 
was  performed  as  part  of  the  celebrations.  He 
had  studied  counterpoint  with  Fux  and  in 
1725  arranged  for  the  publication  of  the  lat- 
ter's  Gradus  ad  Parnassum.  He  loved  opera 
and  even  conducted  performances  of  Caldara's 
Euristeo  and  Fux's  festa  teat r ale ,  Elisa.  None 
of  his  own  music  survives.  He  appointed  first 
Zeno  (17 1 8)  and  then  Metastasio  (1729)  to  the 
post  of  court  poet. 

Conti,  Francesco  Bartolomeo  (1681-1732). 
Florentine  theorbist  and  innovative  composer 
of  secular  and  sacred  dramatic  music  at  the 
Viennese  court.  Conti  arrived  in  Vienna  in 
1 70 1  and  quickly  became  a  leading  exponent 
of  the  theorbo.  He  succeeded  J.  J.  Fux  as 
court  composer  in  1713.  The  following  year  he 
married  the  court  prima  donna,  Maria  Landini 
(the  highest-paid  musician  in  Vienna),  for 
whom  he  composed  leading  roles  in  his  Car- 
nival operas  (1714-21);  after  being  widowed, 
he  married  the  new  prima  donna,  Maria  Anna 
Lorenzani,  who  took  leading  roles  in  his  sub- 
sequent operas.  Outside  Vienna,  Conti's 
operas  and  intermezzi  were  staged  in  Dresden, 
Breslau,  Hamburg  and  Brunswick.  In  style 
they  anticipate  J.  A.  Hasse  and  Nicolo  Jom- 
melli,  and  display  a  preference  for  bass  and 
baritone,  and  imaginative  use  of  chorus. 

Dall'Abaco,  Joseph-Marie  Clement.  See 
Central  Europe  /  South  Germany:  Munich. 
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Dal  Pane,  Domenico.  See  Italy  7  Papal 
States:  Rome. 

Draghi,  Antonio  ( 1634, 5-1700).  Italian 
Kapellmeister  at  the  Habsburg  court  (from 
1682),  bass  singer,  librettist  and  prolific  com- 
poser of  sacred  and  secular  dramatic  music. 
Draghi  may  have  been  the  brother  of  G.  B. 
Draghi.  He  took  a  role  in  P.  A.  Ziani's  Le 
fortune  di  Rodope  e  di  Damira  at  the  Venetian 
Tcatro  S  Apollinarc  in  1657  and  was  next 
heard  of  as  a  member  of  the  Dowager  Empress 
Eleonora's  Kapelle  in  Vienna  in  1658.  During 
his  first  years  in  Vienna,  Draghi  produced 
librettos  for  more  prominent  composers  such 
as  Giuseppe  Tricarico  (1661),  then  began 
composing  his  own  (from  1666). 

In  1668  he  was  apointed  the  dowager's  vice- 
Kapellmeister,  only  to  be  promoted  the  fol- 
lowing year;  during  this  period  he  composed 
steadily  for  the  emperor's  court  (Leopold  I 
himself  provided  individual  arias  and  scenes) 
and,  in  1682,  succeeded  Schmelzer  as  the 
emperor's  Kapellmeister.  Draghi  was  a  pro- 
digious composer,  collaborating  with  Minato 
and  Burnacini  on  124  operas  (characterized 
by  virtuoso  coloratura),  41  sacred  dramatic 
works  -  oratorios  and  sepolcri  -  and  innumer- 
able occasional  works;  his  son  Carlo  Domenico 
(1660-171 1),  an  organist  in  the  Hof  kapelle,  is 
known  to  have  contributed  arias  to  his  father's 
secular  works. 

Ebncr,  Wolfgang  (1612-65).  Organist  (1643) 
and  later  Kapellmeister  (1663)  at  the 
Stephansdom,  Vienna,  and  organist  and 
ballet  composer  at  the  Habsburg  court  (1637). 
With  Froberger,  he  founded  the  cosmopolitan 
17th-century  Viennese  keyboard  school  whose 
exponents  included  Johann  Kaspar  Kerll, 
Johann  Philipp  Krieger,  Georg  Muffat, 
Johann  Pachelbel  and  Alessandro  Poglietti. 
Ebner  composed  36  variations  for  harpsichord 
on  a  theme  by  Ferdinand  III,  which  appeared 
in  1648  (not  to  be  outdone,  Froberger  dedi- 
cated the  first  of  two  volumes  of  harpsichord 
suites  to  the  emperor  the  following  year). 

Fabri,  Annibale  Pio.  See  Italy  10  Itinerant 
Musicians. 

Farinclli.  See  Italy  10  Itinerant  Musicians. 

Ferdinand  III  (1608-57).  Habsburg 
emperor,  patron  of  music  and  composer  of 
an  allegorical  Drama  musicum  and  a  Miserere. 
Ferdinand  III,  the  son  of  Ferdinand  II,  was 
crowned  Roman  king  in  1636  and  Holy  Roman 
Emperor  the  following  year.  He  enjoyed 
Italian  music  and  retained  a  succession  of 
Italian  Kapellmeister  -  Giovanni  Valentini 
(who  taught  him  composition),  G.  F.  Sances 
and  Antonio  Bertali      in  addition  to  such 
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distinguished  German  musicians  as  Fro- 
berger, J.  K.  Kerll  and  Wolfgang  Ebner.  He 
took  a  keen  interest  in  the  planning  of  court 
festivities  and  on  occasion  contributed  music 
of  his  own. 

Ferrari,  Benedetto.  See  Italy  4  Venice. 

Ferri,  Baldassarc.  See  Northern  elrope  3 
Poland. 

Froberger,  Johann  Jacob  (1616-67).  Inter- 
national figure,  harpsichordist,  court  organist 
and  influential  17th-century  keyboard  com- 
poser who  created  a  new  German  style  by 
synthesizing  contemporary  Italian  and  French 
styles.  The  details  of  Froberger's  life  can  only 
be  approximated.  About  1634  his  musical 
talent  came  to  the  attention  of  the  Swedish 
ambassador  to  Vienna,  who  took  him  there 
from  his  native  Stuttgart.  In  Vienna  he 
pursued  musical  studies  and  from  1637  was 
listed  in  the  court  records  as  an  organist;  about 
1 64 1,  he  was  given  leave  to  continue  his 
studies  in  Rome  with  Frescobaldi,  and 
returned  to  Vienna.  Froberger  presented 
Emperor  Ferdinand  III  with  two  autograph 
volumes  comprising  a  compendium  of  harp- 
sichord music  (1649,  and  before  1656). 

From  surviving  letters  it  appears  that  he 
was  again  in  Italy  during  the  1640s,  during 
which  time  he  was  converted  to  Catholicism. 
He  corresponded  with  Constantijn  Iluygcns 
(who  admired  and  popularized  his  music  in 
the  Netherlands),  and  visited  Brussels  in  1650. 
In  Paris  in  1652,  he  composed  a  Tombeau  fait 
a  Parts  sur  la  mart  de  Monsieur  Blancheroche 
for  harpsichord.  Before  returning  to  Vienna 
in  1653  he  also  visited  England  (where  he 
composed  a  Plainte  faite  a  Londres  pour  passer 
le  Melancholic),  having  survived  a  pirate  attack 
during  the  Channel  crossing  between  Calais 
and  Dover,  and  gained  the  friendship  of  Mat- 
thias Weckmann  after  competing  against  him 
in  a  harpsichord  competition  at  Dresden.  He 
officially  served  as  the  Habsburg  court  organ- 
ist only  five  years  (1653-8)  before  retiring  to 
the  Hericourt  estate  of  Princess  Sibylla  of 
Wurttemberg-Montbcliard  as  her  friend  and 
tutor. 

Froberger's  travels  to  Italy  and  France 
enabled  him  to  absorb  and  transform  Italian 
and  French  styles  and  genres.  His  Italian 
works  include  conservative  Frescobaldian 
toccatas,  ricercares,  canzonas,  fantasias  and 
capriccios  for  organ  or  harpsichord;  his 
French  works,  the  harpsichord  suites  (of 
which  30  survive)  and  character  pieces 
inspired  by  those  of  Jacques  Champion  de 
Chambonniercs  and  Louis  Coupcrin  and  by 
the  style  brise  of  Jacques  Gallot  and  Denis 
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Gaultier.  At  the  same  time,  he  was  able  to 
infuse  them  with  a  recognizably  Germanic 
intensity  of  expression  -  in  particular,  he 
developed  the  potential  of  the  allemande  in 
works  such  as  the  tombeau  and  platnte  already 
cited  and  the  laments  he  composed  to  honour 
Ferdinand  III  and  Ferdinand  IV. 
Fux,  Johann  Joseph  (1660-1 741).  Dis- 
tinguished Kapellmeister  at  the  Viennese 
court,  organist,  composer,  much-loved 
teacher,  theorist,  and  author  of  Gradus  ad 
Parnassum  (1725).  Though  Fux  was  of  lowly 
origins,  his  abilities  were  brought  to  the  atten- 
tion of  the  emperor  and  rewarded  with  a  place 
at  the  Ferdinandeum  in  Graz  and  later  at  the 
Jesuit  universities  there  (1680)  and  at  Ingol- 
stadt  (1681),  where  he  paid  his  way  by  serving 
as  a  church  organist.  His  movements  during 
the  decade  from  1683  are  unknown,  but  prob- 
ably he  travelled  in  Italy  before  entering  the 
service  of  a  Hungarian  bishop  resident  in 
Vienna,  where  his  Palcstrina-inspired  a  cap- 
pella  Masses  became  known  and  admired  by 
Emperor  Leopold  I,  who  appointed  him  Hof- 
komponist  in  1698. 

Although  Fux  had  seized  upon  the  stylus 
antiquus  as  an  ideal  liturgical  medium,  he  com- 
posed only  a  handful  of  his  80  or  so  Masses 
in  this  style;  of  these,  the  Missa  canonica  (or 
Missa  di  San  Carlo)  -  which  runs  the  gamut 
of  canonic  devices  -  is  best  known  as  a  spiritual 
precursor  of  J.  S.  Bach's  Kunst  der  Fuge.  Most 
of  his  Masses  composed  for  the  imperial 
chapel  and  the  Stcphansdom  are  in  the  stylus 
mtxtus,  with  instruments  sometimes  sup- 
porting the  voices  and  sometimes  independent 
of  them.  His  1713  Missa  Corporis  Christ i  not 
only  contains  an  instrumental  prelude  and 
postlude,  but  periodically  allocates  the  top 
part  to  the  violins  and  clarino  trumpets  alone. 
Less  well  known  today  are  his  many  solo 
motets  and  antiphons,  whose  recitatives,  da 
capo  arias  and  choruses  convey  profound 
emotions.  Admired  even  beyond  Vienna, 
these  works  were  performed  at  monasteries 
and  at  the  courts  in  Salzburg,  Dresden  and 
Prague. 

In  1700  Fux  took  the  opportunity  to  study 
with  Pasquini  in  Rome  and  returned  to  Vienna 
eager  to  compose  operas  and  oratorios.  His  18 
Italian  operas  and  10  extant  oratorios  from 
this  period  reflect  the  progressive  influences 
he  absorbed  in  Italy.  His  texts  were  most  often 
those  of  Pietro  Pariati  (usually  infused  with 
royal  panegyrics),  although  he  also  set  single 
texts  by  Stampiglia,  Zeno  and  Metastasio.  His 
festa  teatrale,  Elisa,  performed  at  the  Hof- 
theater  in  17 19,  was  printed  in  Amsterdam  in 
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the  same  year.  Between  1702  and  1728  Fux 
produced  at  least  15  sepolcri,  characterized  by 
contrapuntal  textures,  which  were  performed 
at  Eastertime  at  the  Hof  burgkapelle.  In 
fulfilment  of  his  duties  at  the  Stephansdom 
(vice-Kapellmeister  from  1705  and  Kapellmeis- 
ter from  1712)  and  the  imperial  court  (vice- 
Kapellmeister  from  1713  and  Kapellmeister 
from  17 1 5),  Fux  also  composed  3  requiems 
and  a  large-scale  Te  Deum. 

He  was  also  inclined  towards  instrumental 
music.  Soon  after  returning  to  Vienna, 
he  published  in  partbooks  a  collection  of 
seven  partitas,  entitled  Concentus  musico- 
instrumentalis  (1701),  five  of  which  juxtapose 
wind  and  strings,  the  remaining  two  being  for 
strings  and  harpsichord.  Fux  gave  some  of 
the  movements  sobriquets  and  -  within  a  trio 
texture  for  flute,  oboe  and  bass  -  boldly  super- 
imposed a  French  'aire  francoise'  in  4/4  on  an 
'aria  italiana'  in  6/8.  Fux  composed  many  more 
trios  for  liturgical  use  which  remained  in 
manuscript  during  his  lifetime.  He  also  left 
sonatas  and  suites  for  organ  or  harpsichord 
that  contribute  to  the  Viennese  traditions 
linking  Froberger  with  Gottlieb  MufTat. 

The  climax  of  his  career  came  in  1 723  when 
his  opera  Costanza  e  Fortezza  (see  Plate  13) 
was  performed  at  Prague  by  distinguished 
musicians  from  all  over  Germany,  as  part  of 
the  festivities  celebrating  the  coronation  of 
Emperor  Charles  VI  as  King  of  Bohemia  (Fux 
was  prevented  from  taking  part  because  of 
gout  and  had  to  delegate  the  conducting  to  his 
assistant  Caldara).  However,  the  publication 
of  his  counterpoint  treatise,  Gradus  ad  Par- 
nassum, in  1725,  which  Mizler  later  translated 
into  German,  proved  the  more  enduring 
achievement.  Its  strengths  lie  not  in  inno- 
vation but  in  consolidation  of  the  traditions  of 
counterpoint  Fux  inherited  from  the  previous 
two  centuries.  He  was  extremely  well-read  and 
could  assimilate  and  abstract  information  from 
his  sources,  though  admittedly  old-fashioned 
in  this  respect  and  thus  vulnerable  to  the 
attacks  of  the  forward-looking  Mattheson. 
Gradus  ad  Parnassum  nevertheless  served 
Haydn,  Mozart  and  generations  after  them 
well  enough.  Fux's  own  pupils  included 
Gottlieb  Muffat,  G.  C.  Wagenseil  and  J.  D. 
Zelcnka.  Because  of  a  quarrel  with  Johann 
Mattheson  about  solmization  and  keys,  Fux 
fared  badly  in  Der  vollkommene  Capellmeister 

(1739)  and  the  Grundlage  emer  Ehren-Pforte 

(1740)  ;  Mattheson  further  prejudiced  Fux's 
posthumous  reputation  with  unflattering 
remarks  in  E.  L.  Gerber's  late  18th-century 
lexicon. 
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Galli-Bibiena.  Bolognese  family  of  important 
and  influential  stage  designers  and  theatre 
architects  associated  with  opera  serta.  Fer- 
dinando  Galli-Bibiena  (1656-1743),  his 
brother  Francesco  (1659-1737)  and  his  three 
sons  created  a  new  style  of  asymmetrical  stage 
design  which  superseded  that  based  on  the 
principle  of  a  central  vanishing  point.  Begin- 
ning as  an  illusionist  painter,  Ferdinando 
worked  in  Italy  before  taking  a  post  as  an 
architect  at  the  Barcelona  court  of  Charles  III 
in  1708.  When  in  171 1  Charles  III  became 
Holy  Roman  Emperor  (Charles  VI),  Fer- 
dinando and  his  apprentice  sons,  Alessandro 
(1686-1748),  Giovanni  Maria  (1694- 1777) 
and  Giuseppe  (1695  *757)-  followed  him  to 
Vienna.  In  that  same  year,  Ferdinando  pub- 
lished L' architeitura  civile,  in  which  he  pro- 
pounded his  theories  of  angular  perspective. 

Ferdinando  approached  stage  design  from 
an  austere,  technical  point  of  view,  whereas 
his  brother  Francesco  richly  ornamented  his 
angled  perspectives.  Francesco  was  much  in 
demand  throughout  Italy,  designing  scenery 
for  the  operas  of  Francesco  Gasparini,  C.  F. 
Pollarolo,  Alessandro  Scarlatti,  Vivaldi,  J.  A. 
Hassc  and  Leonardo  Leo  as  well  as  rev ivals  of 
Lully's  Thesee  and  Amadis  for  Luneville  in 
1708-9.  He  designed  court  theatres  at 
Bologna,  Verona,  Rome,  Vienna  and  Nancy. 
Alessandro,  working  at  the  Innsbruck  court 
from  1 716,  later  at  Mannheim,  designed 
scenery  at  once  complex  and  seemingly 
weightless;  his  designs  for  both  the  interim 
and  permanent  opera  houses  at  Mannheim 
won  plaudits.  Giovanni  Maria  joined  his 
brother  at  Mannheim  about  1722  but  moved 
permanently  to  Prague  soon  afterwards. 

Giuseppe's  extraordinary  diagonal  views 
made  him  the  leading  European  stage 
designer:  after  succeeding  his  father  in  1716, 
he  remained  in  the  service  of  the  emperor  until 
the  latter's  death  in  1740.  Among  the  sets 
he  designed  were  those  for  Fux's  Costanza  e 
Fortezza  (1723;  see  Plate  13).  He  then  under- 
took a  varied  series  of  commissions  in  Italy  and 
Germany  before  accepting  an  appointment  in 
1753  to  the  court  of  Frederick  the  Great.  Giu- 
seppe's son  Carlo  (1721-87)  travelled  exten- 
sively as  an  opera  set  designer,  venturing  as 
far  as  the  courts  of  Gustav  us  II  and  Catherine 
the  Great. 

Galuppi,  Baldassare.  Sec  Italy  4  Venice. 

Grimani,  Maria  Margherita  (ft  early  i8rh 
century).  Italian  composer  (apparently  from  a 
Venetian  patrician  family)  active  in  Vienna 
at  the  beginning  of  the  reign  of  Charles  VI. 
Although  the  last  of  a  scries  of  female  oratorio 


composers  (who  included  Maria  di  Rasch- 
enau,  Catherina  Benedicta  Grazianini  and 
Camilla  de  Rossi)  at  the  imperial  court, 
Grimani  was  the  first  to  have  an  opera 
produced:  in  honour  of  the  emperor's  saint's 
day  (4  November)  in  1713,  Grimani's  Pallade 
e  Marie  was  performed  at  the  Vienna  court 
theatre,  followed  by  performances  of  her  ora- 
torio, La  visitazione  de  Elisabetta.  Another 
oratorio,  La  decollazione  di  S  Giovanni  Bat- 
tista,  was  performed  in  171 5.  These  surviv  ing 
works  rev  eal  no  evidence  of  the  contemporary 
Viennese  penchant  for  counterpoint  and 
instead  owe  much  to  Alessandro  Scarlatti. 

Hasse,  Johann  Adolf.  See  Northern  Europe 
4  Saxony  and  Thuringia:  Dresden. 

Hebcnstreit,  Pantaleon.  See  Northern 
EUROPE  4  Saxony  and  Thuringia:  Dresden. 

Hurlebusch,  Conrad  Friedrich.  See  North- 
ern el  rope  7  Itinerant  Musicians. 

Joseph  I  ( 1678— 171 1).  Habsburg  Holy 
Roman  Emperor  (1705-11),  eldest  son  of 
Leopold  I  and  an  amateur  harpsichordist, 
singer  and  composer  of  airs.  By  nature  worldly 
and  less  encumbered  by  Counter-Reformation 
zeal  than  his  kinsmen,  Joseph  I  was  occupied, 
during  his  short  reign,  with  the  chess-like 
moves  required  in  the  War  of  the  Spanish 
Succession  against  Louis  XIV  (for  example, 
the  installation  and  ostentatious  maintenance 
in  Barcelona  of  his  brother  and  successor, 
Charles,  as  the  Habsburg  candidate)  and  with 
containing  the  Hungarian  rebellion.  I  lis  death 
from  smallpox  was  a  great  blow  to  the  cause 
of  Austrian  unity. 

Kerll,  Johann  K  a  spar  (1627-93).  Saxon 
Kapellmeister  at  the  Bavarian  court  from  1656, 
distinguished  keyboard  player  and  composer 
of  a  cappella  and  concertante  sacred  and 
secular  music.  Kerll's  talents  as  an  organist 
and  composer  were  recognized  at  an  early 
age.  His  first  post  was  as  court  organist  to 
Archduke  Leopold  Wilhelm  in  Vienna.  After 
studies  with  the  Kapellmeister,  Giovanni 
Valcntini,  Kerll  was  sent  to  Rome  to  study 
with  Carissimi  (and,  very  likely,  Frescobaldi); 
he  must  have  met  Athanasius  Kircher,  because 
Kircher  later  included  a  four-part  ricercata  by 
Kerll  in  his  Musurgia  universalis  (1650).  When 
the  archduke  was  made  Viceroy  of  the  Spanish 
Netherlands  (1646-56)  Kerll  continued  in  his 
service  at  Brussels. 

The  post  of  vice-Kapellmeister  and  the 
imminent  likelihood  of  being  appointed 
Kapellmeister  -  the  first  German  for  many 
years  -  at  the  Bavarian  court  attracted  him  to 
Munich  in  1656.  In  addition  to  a  cappella 
works  for  the  court  chapel,  Kerll  composed 
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operas:  his  first,  L'Oronte  (1657),  was  per- 
formed at  the  opening  of  the  Munich  opera 
house;  ten  more  followed.  As  early  as  1658  he 
gained  the  attention  of  Emperor  Leopold  I 
when  he  improvised  at  the  coronation  Mass 
performed  at  Frankfurt  am  Main;  in  1664  he 
was  ennobled  by  the  emperor. 

Kerll  resigned  his  Munich  post  in  1673  to 
become  organist  at  the  Stephansdom,  Vienna 
(until  1677),  where  he  was  assisted  by  his  pupil 
Johann  Pachelbel;  and  although  he  maintained 
his  connections  with  the  Bavarian  court,  he 
was  appointed  imperial  court  organist  in  1677, 
commencing  a  very  creative  period  as  a  court 
and  chapel  composer  of  concerted  music. 
During  the  Turkish  siege  of  Vienna  he  com- 
posed his  Missa  in  fletu  solatium  (1683),  and 
during  the  plague  of  1679-82  the  music  that 
was  later  published  in  the  Modulatio  organica 
super  Magnificat  (1686). 

Kircher,  Athanasius.  See  Italy  7  Papal 
States:  Rome. 

Krieger,  Johann  Philipp.  See  Northern 
Europe  4  Saxony  and  Thuringia. 

Lampugnani,  Giovanni  Battista.  See  Italy 
10  Itinerant  Musicians. 

Leopardi,  Venanzio.  See  Italy  10  Itinerant 
Musicians. 

Leopold  I  (1640- 1 705).  Habsburg  Emperor, 
patron  of  music,  instrumentalist  (harpsichord, 
violin  and  flute)  and  composer.  Leopold 
became  head  of  the  Austrian  monarchy  in  1657 
and  was  crowned  Holy  Roman  Emperor  the 
following  year,  despite  opposition  from  Car- 
dinal Mazarin,  who  tried  to  secure  the  throne 
for  Louis  XIV  of  France.  The  second  son  of 
Ferdinand  III,  he  married  Margareta  Teresa, 
the  second  daughter  (the  first  having  already 
become  Queen  of  France)  of  Philip  IV  of 
Spain  in  1667.  Although  he  succeeded  in 
gaining  tighter  control  over  Austria  and 
Bohemia  and  regained  Hungary  from  the 
Turks,  Leopold  I  was  unable  to  institute  cen- 
tralized absolutism  to  the  extent  Louis  XIV 
had  in  France,  but  he  did  play  a  crucial  part 
in  the  European  coalitions  opposing  Louis 
XIV's  territorial  aggression  on  its  western 
borders.  His  sons  by  his  third  wife,  Eleonora 
Magdalena  of  the  Palatinate,  succeeded  him 
as  Joseph  I  and  Charles  VI. 

Just  as  music  flourished  at  the  French  court 
as  never  before  or  since,  so  too  did  it  expand 
at  the  Viennese  court  during  the  reign  of 
Leopold  I.  Prominent  among  the  Italian 
musicians  he  employed  were  Antonio  Bertali, 
G.  F.  Sances,  Giuseppe  Tricarico,  Antonio 
Draghi,  M.  A.  Ziani  and  Francesco  Conti;  his 
German  musicians  included  J.  H.  Schmelzer, 
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J.  K.  Kerll,  F.  T.  Richter  and  J.  J.  Fux. 
Leopold  I  was  a  more  accomplished  musician 
than  his  French  cousin  Louis  XIV,  and  also 
a  respectable  composer,  having  studied  with 
Bertali  and  Wolfgang  Ebner.  Always  at  pains 
to  give  the  text  due  import,  Leopold  composed 
both  sacred  and  secular  dramatic  works, 
though  his  polychoral  liturgical  works  had  the 
greatest  effect;  for  the  funeral  of  his  second 
wife  (of  three  years)  in  1676  he  composed 
three  lessons  {Missa  angeli  custodis).  His 
instrumental  compositions  include  a  sonata 
for  four  violas  and  continuo.  He  was  more 
sincerely  religious  than  Louis  XIV  and  in  his 
zeal  prolonged  the  Counter-Reformation  in 
southern  Germany. 

He  shared  with  Louis  XIV  a  love  of  dra- 
matic music  -  whether  in  or  out  of  doors  - 
and  poured  vast  amounts  of  money  into  opera 
productions  (staged  by  Burnacini),  of  which 
Cesti's  //  porno  a"oro  (1668)  is  most  famous. 
More  than  400  dramatic  works  -  drammi  per 
musica,  feste  teatrali  and  serenatas  as  well  as 
operas  -  were  performed  (occasionally  by 
members  of  the  imperial  family)  during  his 
reign.  Between  1660  and  1667,  the  oratorio 
and  sepolcro  flourished  under  his  patronage. 
Liberati,  Antimo.  See  Italy  7  Papal  States: 
Rome. 

Matteis,  Nicola.  See  British  isles  /  London. 

Metastasio,  Pietro  [Trapassi,  Antonio 
Domenico  Bonaventura]  (1 698-1 782).  Roman 
poet  and  opera  and  oratorio  librettist  who 
succeeded  Zeno  at  the  Habsburg  court  in 
1729.  Metastasio's  ultimate  place  in  history  as 
the  pre-eminent  librettist  of  the  18th  century 
was  ensured  by  his  adoptive  father,  Gian  Vin- 
cenzo  Gravina,  a  Roman  jurist  and  classicist 
who  was  one  of  the  founders  of  the  Accademia 
dell'Arcadia,  and  his  godfather,  Cardinal 
Ottoboni;  they  encouraged  Metastasio  to 
study  classics  and  law,  and  the  independent 
income  provided  by  Gravina  later  allowed  him 
to  pursue  a  career  as  a  writer.  He  received 
the  tonsure  in  1714  and  published  his  first 
collection  of  poetry  in  1717.  He  was  made  a 
member  of  the  Accademia  dell'Arcadia  in  1 7 1 8 
but  soon  after  moved  to  Naples,  where  he 
became  involved  with  a  group  of  actors  and 
musicians.  Under  their  influence  he  studied 
singing  and  composition  with  N.  A.  Porpora, 
and  in  1723  completed  his  first  opera  libretto, 
Didone  abbandonata,  which  was  set  by  D.  N. 
Sarro  and  performed  in  Naples  at  the  Teatro 
S  Bartolomeo  in  1724  (a  year  earlier,  his 
revision  of  D.  David's  La  forza  della  virtu  as 
Si/ace  re  di  Numidia  had  been  set  by  Francesco 
Feo  and  performed  there). 
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During  the  period  1724  to  1730  Metastasio 
travelled  between  Venice  and  Rome,  where 
the  settings  of  his  texts  by  Leonardo  Vinci, 
Porpora,  Tomaso  Albinoni,  Leonardo  Leo 
and  J.  A.  Hasse  were  enthusiastically  received. 
In  1727  he  completed  his  first  oratorio  libretto, 
Componimento  sacro  per  la  festivita  del  Ss 
Natale,  which  G.  B.  Costanzi  set  for  Cardinal 
Ottoboni;  it  was  performed  at  the  Cincelleria 
(see  Plate  3). 

All  of  this  ended  abruptly  when  Metastasio 
was  invited  to  succeed  Zcno  as  Caesarean  Poet 
of  the  Habsburg  imperial  court  in  1729.  He 
hastened  to  Vienna  and  for  the  next  decade 
was  very  productive.  His  librettos  lent  them- 
selves more  easily  to  musical  setting  than  did 
those  of  Zeno,  and  several  composers  at  the 
Viennese  court  -  Antonio  Caldara,  F.  B.  Conti, 
Georg  von  Reutter,  Giuseppe  Porsile  and 
L.  A.  Predieri  -  were  kept  busy  setting  them. 
They  were  popular  with  singers,  who  found 
his  texts  mellifluous  to  sing  and  his  char- 
acterizations stimulating  to  portray. 

During  the  1730s  new  settings  of  Meta- 
stases previously  set  opera  and  oratorio 
librettos  were  prepared  by  G.  B.  Lampugnani, 
Hasse,  Handel,  F.  M.  Veracini,  Giovanni 
Porta,  Baldassare  Galuppi,  Vivaldi,  Leo,  D. 
N.  Sarro,  Francesco  Mancini  and  Pergolesi. 
Alessandro  tie  11 Indie  (1729)  was  his  most  fre- 
quently set  opera  text  and  Betulia  liberata 
(1734)  his  most  frequently  set  oratorio.  The 
end  of  an  era  was  signalled  by  the  death  of 
Caldara  in  1736  and  Charles  VI  in  1740;  opera 
and  oratorio  were  less  in  demand  at  the  new 
court  of  Maria  Theresa  and  so  Metastasio  was 
pressed  to  write  works  in  more  intimate  genres 
for  the  empress's  daughters  to  perform.  The 
popularity  of  his  librettos  continued  through- 
out the  century  despite  their  absolutist  tone. 

Metastasio  wrote  texts  for  27  three-act 
heroic  operas,  a  number  of  shorter  secular 
dramatic  works,  and  eight  oratorios.  More 
gifted  as  a  poet,  more  musically  attuned  (he 
composed  music  for  some  of  his  shorter  texts) 
and  more  involved  in  his  collaborations  than 
Zeno  (who  seems  to  have  been  an  altogether 
more  detached  person),  he  was  also  less  austere 
and  more  concerned  with  the  underlying 
psychological  drama.  Reason  overcoming 
dilemmas  and  averting  tragedy,  honour,  stead- 
fastness: these  are  themes  running  through  all 
of  his  opera  librettos.  Only  two  of  his  operas 
end  with  the  death  of  the  hero  or  heroine: 
Didone  abbandonata  (1724)  and  Catone  in 
Utica  (1728). 
Minato,  Nicold  (n  630- 1698).  Poet,  pro- 
digious   opera    librettist,    and  impresario, 


working  in  Venice  (1650-69)  and  Vienna.  A 
lawyer  in  Venice,  he  gradually  became 
involved  in  the  theatre  as  a  librettist-impres- 
ario (from  1665  he  managed  the  Teatro  S 
Salvatore),  collaborating  with  Cavalli  and 
Antonio  Sartorio.  But  in  1669  he  abruptly  quit 
Venice  -  abandoning  all  his  commitments  - 
for  Vienna,  in  order  to  take  up  the  post  of 
court  poet  to  Leopold  I.  In  due  course  he 
was  elected  to  the  prestigious  Italian  academy 
flourishing  in  Vienna. 

During  the  next  29  years  Minato  produced 
more  than  170  texts,  blending  comic  and 
serious  elements  and  incorporating  elaborate 
secondary  plots,  for  drammt  per  musica,  feste 
teatralt,  and  serenatas,  as  well  as  about  40 
oratorio  texts  for  Antonio  Draghi  (performed 
with  sets  by  Ludovico  Burnacini).  The 
emperor  set  his  texts  -  which  usually  por- 
trayed Vienna  in  terms  of  ancient  Rome  and 
Leopold  I  as  the  hero  -  as  did  G.  F.  Sances, 
G.  B.  Pederzuoli,  F.  A.  M.  Pistocchi,  Giovanni 
Bononcini,  M.  A.  Ziani,  Giovanni  Legrenzi, 
Tomaso  Albinoni,  J.  A.  Hasse  and  even  Tel- 
emann.  Two  volumes  of  sacred  texts  were 
posthumously  published  in  1700. 

Monn,  Matthias  Georg  (1717-50).  Organist 
and  composer  of  instrumental  music  who, 
while  living  in  the  late  Baroque  era,  was  never- 
theless the  first  in  Vienna  to  compose  in  the 
pre-Classical  style,  producing  the  earliest 
known  four-movement  Classical  symphony 
(including  a  minuet)  in  1740.  Using  the  trio 
sonata  textures  with  which  he  was  at  home, 
Monn  developed  his  melodies  thematically 
within  a  separate  section,  and  then  recap- 
itulated them  in  the  tonic  key.  In  addition 
to  21  known  symphonies,  seven  harpsichord 
concertos,  a  technically  ambitious  cello  con- 
certo, six  string  quartets  and  eight  partitas 
for  two  violins  and  cello,  Monn  composed 
keyboard  sonatas  in  the  French  and  Italian 
styles  and  at  least  1 8  fugues.  A  contemporary 
of  G.  C.  Wagenseil,  he  served  as  organist  at 
the  new  Karlskirche  in  Vienna  from  1738.  His 
music  was  performed  at  the  imperial  court  as 
well  as  at  monasteries  in  Austria  and  Slovakia. 

Moratelli,  Sebastiano.  See  Northern 
Europe  5  West  Germany  and  the  Rhineland. 

Muffat,  Gottlieb  (1690  1770).  Imperial  court 
organist,  son  of  Georg  Muffat  and  protege  of 
J.  J.  Fux,  and  the  leading  Viennese  keyboard 
composer  of  his  day.  Gottlieb  was  less  out- 
going and  ambitious  than  his  father,  preferring 
to  remain  in  Vienna  all  his  life.  From  a  young 
age  he  was  much  valued  as  a  continuo  player 
in  the  Hof  kapelle  and  at  the  Hof  burgtheater. 

I  le  received  his  formal  training  as  a  Hofscholar 
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under  Fux  and  although  he  was  awarded  a 
grant  to  study  abroad,  no  records  attest  to  his 
having  done  so.  As  one  of  the  court  organists 
from  1717  MufFat  had  responsibility  for  the 
musical  education  of  the  royal  children  (who 
included  Maria  Theresa).  In  1723  he  was 
among  the  court  musicians  who  travelled  to 
Prague  for  the  performances  of  Fux's 
Costanza  e  Fortezza.  Six  years  later  he 
was  appointed  second  organist  to  Fux,  and 
then  succeeded  his  mentor  upon  his  death  in 
1741. 

Muffat  appears  to  have  composed  exclu- 
sively keyboard  music.  Few  works  can  be 
dated,  and  because  they  circulated  widely  in 
manuscript  some  of  them  were  ascribed  to 
other  composers.  He  published  two  col- 
lections -  72  Versetl  [sic]  sammt  12  Toccaten 
(1726)  and  Compommenti  musicali  (^1739)  - 
but  they  represent  only  a  small  proportion  of 
his  output.  The  unpublished  italianate  ricer- 
cares  (notated  in  open  score),  for  example, 
constitute  the  largest  single  collection  from 
the  early  18th  century,  and  his  interest  in,  and 
application  of,  an  archaic  idiom  parallels 
J.  S.  Bach's  preoccupation  with  fugue.  His  24 
toccatas  (notated  in  Italian  organ  tablature) 
reveal  a  virtuoso  technique  on  the  organ 
manuals.  For  his  galant  keyboard  suites, 
Muffat  took  Couperin  as  his  model,  employing 
intricate  ornamentation,  titles  for  individual 
movements,  longer  second  sections  and  petites 
reprises.  After  1741  he  apparently  ceased  to 
compose. 

Pachelbel,  Johann.  See  Northern  Europe  6 
Middle  Germany. 

Palotta,  Matteo  (c\  688-1 758).  Lay  cleric  and 
conservative  composer  from  Palermo  who 
served  as  an  imperial  court  composer  in 
Vienna  (from  1733,  with  a  hiatus,  1 741-9) 
and  wrote  a  manuscript  treatise  on  liturgical 
composition  and  solmization  (Gregoriani). 

Pariati,  Pietro.  See  Italy  4  Venice. 

Pederzuoli,  Giovanni  Battista  (d  cibqi). 
Italian  organist  and  composer  of  oratorios  and 
sepolcri,  who  worked  in  Vienna  in  the  service 
of  the  Dowager  Empress  Eleanora,  as  organist 
( 1 677)  and  Kapellmeister  (1682)  until  her  death 
in  1686.  Pederzuoli  briefly  served  as  maestro 
di  cappella  at  S  Maria  Maggiore,  Bergamo,  in 
1664-5,  before  settling  in  Vienna.  As  a  prolific 
composer  of  relatively  conservative  sacred 
dramatic  music,  he  was  second  only  to  Antonio 
Draghi,  whom  he  succeeded  as  the  dowager's 
Kapellmeister.  For  the  Italian  Academy  Peder- 
zuoli composed  the  earliest  examples  of  philo- 
sophical cantatas  (1685),  with  librettos  by 
Minato  and  four-part  sinfonias. 
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Perron  1,  Giovanni  (1688- 1748).  Italian  cellist 
and  composer  from  Novara  who  held  posts  at 
the  Parma  ducal  court  (1704-14)  and  Milan  (as 
a  member  of  the  court  orchestra  and  maestro  di 
cappella  at  S  Maria  delle  Grazie,  171 8)  before 
taking  up  an  appointment  as  an  imperial  court 
cellist  in  Vienna  (1721).  His  surviving  music 
includes  oratorios  for  Milan  and  Vienna,  can- 
tatas and  a  cello  concerto.  In  1726  he  married 
Anna  d'Ambreville,  an  Italian  singer  of 
French  descent. 

Pezold,  Christian.  See  Northern  Europe  4 
Saxony  and  Thuringia:  Dresden. 

Piani,  Giovanni  Antonio.  See  France  /  Pans 
and  Versailles. 

Pistocchi,  Francesco  Antonio  Mamiliano. 
See  Italy  7  Papal  States:  Bologna-Ferrara. 

Platti,  Giovanni  Benedetto.  See  Northern 
Europe  6  Middle  Germany. 

Poglietti,  Alessandro  (d  1683).  Italian  organ- 
ist highly  esteemed  by  both  Leopold  I  (who 
raised  him  to  the  Viennese  aristocracy)  and 
the  pope  (who  invested  him  as  a  Knight  of  the 
Golden  Spur),  influential  composer  of  pro- 
grammatic keyboard  music  and  the  author  of  a 
treatise  on  keyboard  playing  and  composition 
(Compendium  oder  kurtzer  Begriff,  1676).  By 
1 66 1  Poglietti  was  working  in  Vienna  as  the 
Kapellmeister  and  organist  of  the  Jesuit  Kirche 
zu  den  neun  Choren  der  Engel;  his  abilities 
were  recognized  at  court,  and  an  appointment 
as  chamber  organist  to  the  emperor  soon  fol- 
lowed. His  keyboard  ricercares  became  models 
of  the  strict  contrapuntal  style;  his  fluency  in 
variation  technique  is  embodied  in  his  pro- 
grammatic works  such  as  the  Rossignolo  (1677) 
cycle.  His  only  known  opera,  Endimione  fes- 
teggiante  (text  by  J.  Dizent),  was  performed  in 
1677  at  a  Benedictine  monastery  at  Gottweig 
(Lower  Austria). 

Porpora,  Nicola  Antonio.  Sec  Italy  to  Itin- 
erant Musicians. 

Porsile,  Giuseppe  (1 680-1 750).  Neapolitan 
singing  teacher  and  composer  working  in  the 
shadow  of  J.  J.  Fux  and  Antonio  Caldara. 
He  served  Charles  II  and  Charles  III  at  the 
Barcelona  court  before  taking  up  a  post  in 
1 7 14  at  the  imperial  court  in  Vienna.  The  son 
of  Carlo  Porsile,  Giuseppe  gained  his  con- 
nections with  Barcelona  by  serving  as  the 
assistant  maestro  di  cappella  at  the  Spanish 
chapel  in  Naples;  in  1695  he  was  invited  to 
Spain  to  organize  the  Barcelona  court  chapel. 
He  remained  in  Barcelona  until  the  end  of 
17 1 3  (two  years  after  Charles  III  had  left  to 
become  Charles  VI),  although  he  may  have 
been  in  Naples  for  the  performances  of  his 
opera  //  ritorno  di  Ulisse  in  1707. 
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In  Vienna  he  continued  in  his  post  as 
singing  teacher  to  the  new  empress,  while 
acquiring  other  posts,  and  in  1720  he  was 
promoted  to  imperial  court  composer.  In  his 
operas  and  oratorios  Porsile  adapted  his 
Neapolitan  style  to  include  fashionable  Vien- 
nese musical  affectations  of  the  day:  French 
overtures,  contrapuntal  textures  and  cello 
obbligatos  (probably  for  Giovanni  Perroni). 
He  was  briefly  active  in  the  Viennese  Cae- 
cilien-Bruderschaft  (1725-7). 
Price,  John.  See  Central  elropk  /  South 
Germany. 

Rcinhardt.  Family  of  Habsburg  court 
musicians.  Kilian  Reinhardt  (1653/4- 1729) 
served  as  royal  librarian  and  music  copyist 
from  1683,  acquiring  the  official  title  of  Kon- 
zertmeister  in  1699.  Two  years  before  his  death 
he  recorded  his  observations  on  court  chapel 
music  practices  in  Rubriche  generali.  His 
nephew,  Johann  Georg  (1676/7- 1742),  was  an 
organist  (appointed  principal  court  organist  in 
1728)  and  widely  known  composer  of  sacred 
music  and  operas  who  helped  to  produce  Fux's 
Costanza  e  Fortezza  for  the  1723  coronation; 
from  1727  until  his  death,  he  was  Dom- 
kapellmeister  at  St  Stephan's  and,  from  1734, 
the  official  court  ballet  composer.  Kilian's  son, 
Joseph  Franz  (1684/5- 1727),  a°d  the  latter's 
son  of  the  same  name  (17 13/ 14- 1761),  were 
violinists  at  the  Stcphansdom  and  the  court. 
Joseph  Franz  the  elder  was  also  a  respected 
teacher:  his  pupils  included  a  half-brother, 
Karl  Mathias  (1710/1 1-1767),  Johann 
Georg's  successor  as  court  organist  (1739-62). 

Reutter.  Father  and  son,  organists  at  the 
Stephansdom,  court  musicians  and  composers, 
both  of  whom  were  ennobled.  Georg  von 
Reutter  (1656-1738)  succeeded  his  teacher 
J.  K.  Kerll  at  the  cathedral  in  1686;  after  a  trip 
to  Italy,  he  entered  the  imperial  court  chapel 
where  his  skills  as  an  accompanist  especially 
for  operas  were  much  in  demand.  Both 
Antonio  Draghi  and  J.  J.  Fux  thought  highly 
of  him  and  Johann  Mattheson  included  him 
in  his  Grundlage  etner  Ehren-PJorte  (1740).  1  le 
rose  steadily  in  cathedral  and  court  circles:  in 
1700  he  became  court  organist  and  in  171 2 
succeeded  Fux  as  vice-Kapellmeister,  three 
years  later  he  was  appointed  cathedral 
Kapellmeister.  He  wrote  organ  preludes  and 
toccatas. 

Of  Georg  the  elder's  1 5  children,  his  name- 
sake, Georg  (1708-72),  attained  the  greatest 
prominence,  despite  his  differences  with  Fux. 
From  the  age  of  14  he  assumed  his  father's 
organ  duties  at  court,  though  he  only  suc- 
ceeded in  acquiring  a  post  of  his  own  -  that 


of  wee-Kapellmeister  -  after  Fux's  death  in 
1 74 1.  In  1 75 1  he  succeeded  L.  A.  Predieri  as 
Kapellmeister,  but  because  of  the  restructuring 
of  the  Kapclle  ordered  by  Empress  Maria 
Theresa,  court  music  declined  under  his  direc- 
tion. In  the  meantime,  he  had  travelled  in  Italy 
(1729-30),  married  the  court  singer  Theresa 
Holzhauser,  energetically  composed  operas 
(38  by  1740)  and  oratorios  modelled  on  those 
of  his  teacher  Antonio  Caldara,  and  succeeded 
his  father  as  the  cathedral  Kapellmeister  in 
1736.  Inevitably  he  must  have  been  hard- 
pressed  to  provide  sacred  music  for  both  insti- 
tutions. I  Ie  gained  a  reputation  for  busy  -  if 
technically  undemanding  -  violin  parts  which 
contributed  to  the  impression  of  'much  noise 
and  little  meaning'  remarked  upon  by  Charles 
Burney. 

The  younger  Georg  von  Reutter  was  the 
only  person  ever  to  hold  both  Kapellmeister 
posts  in  Vienna.  He  prevented  his  cathedral 
chorister  Haydn  from  gaining  a  post  at  court 
and  survived  an  unsuccessful  attempt  during 
the  1760s  to  unseat  and  replace  him  at  court 
with  Gluck. 
Richter,  Ferdinand  Tobias  (1651-1711). 
Habsburg  court  organist,  tutor  to  the  royal 
children  (including  the  future  Joseph  I  and 
Charles  VI),  and  composer  of  sacred  dramatic 
works  for  the  Jesuit  College  and  keyboard 
suites.  The  son  of  Tobias  Richter  (d  1682), 
Kapellmeister  at  the  electoral  court  at  Mainz, 
Ferdinand  Tobias  Richter  gained  his  first 
appointment  at  the  imperial  court  in  1683; 
from  1690  he  was  principal  organist  of  the 
Kapclle.  Pachelbcl  pronounced  Richter  the 
most  important  contemporary  exponent  of  the 
South  German  organ  school,  and  Buxtehude 
of  the  North,  in  his  Hexachordum  Apollims 
(1699). 

Sances,  Giovanni  Felice  (n  600- 1679). 
Roman  Kapellmeister,  singer,  teacher  and 
composer.  Sances  was  one  of  the  earliest  to 
designate  through-composed  and  strophic 
pieces  as  'cantatas'.  He  studied  at  the  Roman 
Collegio  Germanico  (1609  14)  and  worked  at 
S  Petronio,  Bologna,  and  at  Venice.  In  1636, 
following  the  performances  of  his  first  opera, 
Ermiona  (in  which  he  sang  the  role  of 
Cadmus),  at  Padua,  Sances  headed  for  Vienna. 
His  first  post  at  the  imperial  court  was  as  a 
chapel  singer  to  Emperor  Ferdinand  III.  In 
1649  he  was  promoted  to  vice-Kapellmeister 
under  Antonio  Bcrtali,  with  whom  he  worked 
to  establish  regular  performances  of  Italian 
opera.  He  composed  further  operas,  secular 
vocal  chamber  music  for  one  to  three  voices 
and  violins,  a  variety  of  liturgical  music 
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(including  54  Masses)  and  sepolcri.  At  Bcrtali's 
death  in  1669,  Sances  was  appointed 
Kapellmeister.,  his  health  failed  in  1673  an^  his 
duties  were  assumed  by  his  \ke-Kapellmeister, 
J.  H.  Schmelzer. 

Sandoni,  Pietro  Giuseppe.  See  Italy  7  Papal 

States:  Bologna-Fcrrara. 
Sbarra,  Francesco.  See  Italy  6  Tuscany. 
Schmelzer,  Johann  I  kin  rich  (c  1620/3- 
1680).  The  first  Austrian-born  Kapellmeister 
at  the  I  Iabsburg  court,  violinist  and  composer 
of  instrumental  music,  who  made  important 
contributions  to  the  development  of  the 
German  sonata  and  suite.  Schmelzer  entered 
the  court  chapel  about  1635,  but  was  not 
officially  appointed  to  the  court  orchestra  until 
1649;  meanwhile,  from  1643,  he  also  served  as 
a  cornettist  at  the  Stephansdom.  He  became  a 
favourite  of  Leopold  I,  attended  his  cor- 
onation at  Frankfurt  am  Main  in  1658,  advised 
the  monarch  on  his  own  compositions  and  was 
the  recipient  of  ex  gratia  gifts  and  money. 
After  serving  as  vice- Kapellmeister  from  1671, 
he  finally  succeeded  G.  F.  Sances  in  1679, 
shortly  before  his  own  death  from  plague. 

Schmelzer  gained  a  reputation  as  a  violinist 
(J.  J.  Muller  referred  to  him  in  his  Reise- 
Dianum  as  'the  famous  and  nearly  most  dis- 
tinguished violinist  in  all  Europe');  he  was  also 
a  noted  composer  of  secular  dramatic  works, 
chamber  music,  and  -  together  with  Wolfgang 
Ebner,  his  own  son  Andreas  Anton  (1653- 
1701)  and  J.  J.  Hoffer  of  ballet  suites  for 
allegorical  pageants  (in  which  members  of  the 
royal  family  took  part).  His  suites  varied 
between  two  and  nine  movements  and  were 
framed  by  an  intrada  and  a  retirada.  In 
addition  to  the  usual  dances,  Schmelzer 
included  trezze,  folie,  saltarcllos,  traccanarios 
and  programmatically  titled  pieces.  He  also 
incorporated  folk  elements  and  unified  suites 
with  recurring  melodies  and  closely  related 
tonalities.  He  augmented  his  four-  and  five- 
part  string  textures  with  brass  and  wind 
instruments.  His  best-known  music  is  con- 
tained in  the  collections  of  chamber  music  he 
published  in  Nuremberg:  the  Duodena  selec- 
tarum  sonatarum  (1659)  for  two  violins  or 
violin  and  viol  with  continuo,  his  varied  Sacro- 
profanus  concentus  musicus  (1662)  and,  above 
all,  his  virtuoso  Sonatae  unarum  fidium  (1664) 
for  violin  and  continuo. 
Spiridio.  See  Northern  el rope  7  Itinerant 
Musicians. 

Stampiglia,  Silvio.  See  Italy  7  Papal  States: 
Rome. 

Strungk,  Nicolaus  Adam.  See  Northern 
Europe  7  Itinerant  Musicians. 


Techelmann,  Franz  Matthias  (c  1649-17 14). 
Moravian  organist  and  composer,  working  in 
Vienna.  Techelmann  served  as  second  organ- 
ist at  the  Viennese  Hofkapelle  between  1685 
and  1 713.  Two  sets  of  manuscript  keyboard 
pieces  survive. 

Tesi,  Vittoria.  See  Italy  10  Itinerant 
Musicians. 

Torelli,  Giuseppe.  See  Italy  7  Papal  States: 

B  ologna-Ferrara . 
Tosi,  Pier  Francesco.  See  Italy  10  Itinerant 

Musicians. 

Tricarico,  Giuseppe.  See  Italy  7  Papal 
States:  Rome. 

Tuma,  Frantisek  Ignac  Antonin  (1704-74). 
Bohemian  singer,  instrumentalist  (viol  and 
theorbo)  and  composer  working  in  Vienna. 
Tuma  appears  to  have  studied  at  the  Jesuit 
seminary  in  Prague,  under  Cernohorsky, 
before  settling  in  Vienna  as  a  church  musician; 
he  served  as  Kapellmeister  to  Count  Franz 
Ferdinand  Kinsky,  High  Chancellor  of 
Bohemia  (173 1 -41),  and  finally  to  the  dowager 
empress  (1741-50).  After  her  death  Tuma 
remained  in  Vienna  until  1768  when  he  retired 
to  a  monastery.  He  composed  a  cappella 
Masses,  partitas,  trio  and  quartet  sonatas,  and 
sinfonias. 

Valentini,  Giovanni  (1582/3-1649).  Venetian 
Kapellmeister  of  the  Habsburg  imperial  court, 
keyboard  virtuoso  and  an  early  composer-poet 
of  sepolcri.  After  a  decade's  serv  ice  (1604-14) 
as  organist  in  the  Italian  cappella  of  King 
Sigismund  III  of  Poland,  Valentini  became 
a  servant  of  the  Habsburg  family.  Through 
connections  at  the  Polish  court  he  went  to 
Graz  in  1 614  as  a  chamber  organist,  composer 
of  secular  music  -  continuo  madrigals  and 
ensemble  sonatas  which  helped  to  popularize 
the  Italian  style  of  violin  playing  in  South 
Germany  -  and  music  tutor  to  Archduke  Fer- 
dinand; when,  five  years  later,  Ferdinand  was 
elected  Holy  Roman  Emperor,  Valentini  was 
appointed  imperial  organist  (1619),  becoming 
Kapellmeister  in  1622. 

Valentini  composed  Venetian-style  sacred 
concertos,  concerted  Masses  and  Magnificat 
settings  as  well  as  Counter-Reformation 
psalms  and  motets  (in  stile  antico),  and  pre- 
sided over  the  beginnings  of  the  Viennese 
sepolcro  and  oratorio.  The  relative  austerity 
imposed  by  the  Thirty  Years  War  meant  that 
little  of  this  music  was  published.  His  sepolcro 
librettos  survive  without  music. 

Wagenseil,  Georg  Christoph  (1715-77). 
Keyboard  virtuoso,  teacher  and  composer.  A 
protege  of  J.  J.  Fux,  Wagenseil  benefited  from 
a  three-year  court  scholarship  which  enabled 
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him  to  acquire  his  remarkable  keyboard  tech- 
nique and  skill  as  a  composer.  However,  his 
career  may  not  have  lived  up  to  the  early 
glowing  predictions.  Despite  his  gifts  of 
improvisation  and  expression  at  the  keyboard, 
he  never  gained  a  key  post  at  the  Habsburg 
court,  and  instead  had  to  content  himself  with 
appointments  as  simply  one  of  the  court  com- 
posers, producing  both  a  cappella  and  con- 
certed Masses  (from  1739).  He  also  served  as 
organist  to  the  dowager  empress  (1741-50) 
under  Tuma  and  as  Hoftlaviermeister  to  the 
imperial  archduchesses  (1749),  to  whom  he 
dedicated  four  collections  of  divertimentos 

(1753-03)- 

Perhaps  Wagenseil's  most  remarkable 
achievement  was  to  produce  operas  for  Italy: 
his  first  opera,  Arwdante  (text  by  Salvi),  was 
performed  in  Venice  in  1745  and  Demetrto 
(text  by  Metastasio)  in  Florence  the  following 
year;  some  of  his  theatre  music  was  also  per- 
formed at  the  Viennese  court.  In  the  1750s  he 
acquired  a  privilege  to  publish  instrumental 
music  in  Paris,  which,  along  with  connections 
he  made  with  music  sellers  in  London  and 
Leipzig,  brought  his  music  to  a  wider,  largely 
amateur  audience.  His  solo  keyboard  music 
encompasses  both  late  Baroque  and  early 
Classical  forms.  Like  Georg  Monn,  VVagenseil 
composed  keyboard  concertos,  a  cello  concerto 
(1752)  and  symphonies  though  less  forward- 
looking  and  cast  in  three,  rather  than  four, 
movements. 

Weiss,  Silvius  Leopold.  See  Northern 
EUROPE  7  Itinerant  Musicians. 

Zacher,  Johann  Michael  (1651  171 2). 
Domkapellmeister  of  St  Stephan's  (from  1679) 
and  court  musician  who  was  appointed 
Kapellmeister  to  the  dowager  empress  on  the 
death  of  Leopold  I  in  1705.  Members  of  the 
imperial  court  patronized  and  took  part  in 
dramatic  works  Zacher  composed  for  the 
Jesuit  College,  where  he  had  been  a  student 
(1666-8).  During  his  tenure  at  the  Ste- 
phansdom  he  organized  the  musical  portions 
of  the  thanksgiving  service  for  the  ending  of 
the  plague  in  1680  and  the  celebrations  fol- 
lowing the  victory  over  the  Turkish  invaders 
three  years  later;  he  was  succeeded  there  by  J. 
J.  Fux. 

Zangius,  Nikolaus.  Sec  Northern  Europe  7 
Itinerant  Musicians. 

Zelenka,  Jan  Dismas.  See  Northern  Europe 
4  Saxony  and  Thurmgta:  Dresden. 

Zeno,  Apostolo  (1 668-1 750).  Caesarean  poet 
and  historian  of  the  Viennese  imperial  court, 
opera  and  oratorio  librettist  who  sought  to 
make  the  libretto  a  respectable  literary  form  - 


more  rational  (by  conforming  to  the  three 
unities),  serious  in  tone  and  differently  bal- 
anced with  regard  to  recitative  and  aria.  The 
son  of  a  Venetian  patrician,  Zeno  was  educated 
at  the  Somaschian  seminary  where  he  studied 
the  history  of  Italian  and  Latin  literature.  Fol- 
lowing his  studies,  he  was  active  in  Venice  as 
a  scholar,  helped  to  found  the  Accademia  degli 
Animosi  in  1691  (which  in  1698  became 
associated  with  the  famous  Accademia 
delFArcadia  in  Rome)  and  founded  and 
became  the  first  editor  of  the  Giornale  de' 
letteratt  d' Italia  in  1710. 

It  may  have  come  as  a  surprise  to  his  con- 
temporaries when  he  produced  his  first  opera 
libretto:  in  1695,  C.  F.  Pollarolo's  setting  of 
his  Lucw  Vera  was  performed  before  admiring 
audiences  at  the  Teatro  S  Angelo,  Venice. 
Despite  grave  reservations  about  the  effect  this 
activity  would  have  on  his  scholarly  integrity, 
Zeno  went  on  to  work  with  Francesco  Gaspa- 
rini,  F.  A.  Pistocchi,  M.  A.  Ziani,  Tomaso 
Albinoni  and  G.  A.  V.  Aldrovandini,  before 
embarking  on  a  long  and  fruitful  collaboration 
with  the  poet  Pietro  Pariati  in  1705  (Zeno 
supplied  the  operatic  scenarios  and  Pariati  the 
verses). 

In  1 7 14  Zeno  was  called  to  the  Habsburg 
court  by  Charles  VI,  for  whom  he  had  pro- 
vided two  librettos  during  his  residence  in 
Barcelona  as  Charles  III  the  Pretender; 
Atenaide  (1709)  and  Sctpwne  nelle  Spagne 
(f  1710)  were  collaboratively  set  by  A.  S.  Fiore, 
Antonio  Caldara  and  Gasparini.  Zeno 
accepted  the  prestigious  post  of  Poeta  e  istorico 
di  S.  M.  Cesarea  at  Vienna  only  on  the  con- 
dition that  he  would  not  be  required  to  write 
occasional  poetry  or  comedy,  although  he  con- 
tinued to  write  opera  librettos,  principally  for 
the  xicc-Kapellmeister,  Caldara  (two  were  set 
by  Francesco  Conti,  who  was  also  at  the  Vien- 
nese court),  after  1718. 

A  deeply  religious  man,  Zeno  took  distinctly 
more  pride  in  the  17  oratorio  librettos  he 
produced  between  17 19  and  1737.  Again, 
Caldara  was  his  most  frequent  collaborator, 
although  he  also  worked  with  Giuseppe 
Porsile,  Conti,  J.  A.  Hasse  and  Giovanni 
Bononcini.  As  with  the  opera  librettos,  Zeno 
chafed  at  the  compromises  that  were  required 
to  conform  to  the  oratorio  genre  -  works  he 
referred  to  as  drammt  sacrt.  His  conception  of 
a  serious,  rational  libretto,  capable  of  being 
performed  equally  successfully  without  music, 
greatly  influenced  his  successors,  notably 
Pietro  Metastasio.  Both  opera  and  oratorio 
librettos  were  printed  at  the  time  of  their 
first  performances,  but  in  1744  Gasparo  Gozzi 
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published  a  complete  edition  of  Zeno's  sacred 
and  secular  librettos  without  the  cooperation 
of  the  poet.  Having  taken  only  one  leave 
of  absence  to  Venice  (1722-3),  Zeno  retired 
there  in  1729  to  pursue  his  antiquarian 
interests,   though   on   condition   that  he 


continue  to  produce  one  oratorio  a  year  for 
Vienna. 

Ziani,  Marc' Antonio.  See  Italy  4  Venice. 
Ziani,  Pietro  Andrea.  See  Italy  4  Venice. 
Zuccari,   Carlo.   See   Italy   10  Itinerant 

Musicians. 
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Posterity  has  been  unkind  to  the  music  of  Stuart  and  Georgian  England.  The 
German  musicologists  of  the  last  century  who  devised  the  concept  of  'Baroque 
music'  saw  the  period  in  terms  of  a  clear  line  of  development  from  the  Italy  of 
Monteverdi  to  the  Germany  of  J.  S.  Bach.  English  music  was  either  ignored 
altogether,  or  was  seen  as  a  weak  and  backward  tradition  that  was  rightly  dominated 
by  the  German  genius  of  Handel.  Unfortunately,  it  is  a  view  that  is  still  with  us 
today,  and  it  has  been  reinforced  by  English  cultural  historians  with  more  of  an 
interest  in  literature  or  the  visual  arts  than  music. 

Part  of  the  problem  is  that  if  the  word  'baroque'  is  to  retain  any  of  its  architectural 
connotations  of  rhetoric,  chiaroscuro  and  irregular  ornament,  then  the  English 
Baroque  only  began  -  if  at  all  -  towards  the  end  of  the  17th  century,  when  English 
musicians,  like  English  architects,  began  to  be  interested  seriously  in  developments 
abroad.  Before  then,  certainly  up  to  the  Civil  War,  English  music  was  still  essentially 
late  Renaissance  in  character.  At  the  other  end  of  the  period,  composers  in  England 
were  still  writing  concerti  grossi  in  the  Corelli  tradition  during  the  1770s  and  1780s, 
long  after  the  supposed  end  of  the  Baroque  period,  and  long  after  J.  C.  Bach  and 
C.  F.  Abel  had  popularized  the  Classical  symphony  in  London. 

Another  aspect  of  the  problem  concerns  the  enormous  contribution  made  to 
English  musical  life  by  immigrants,  especially  from  the  1690s  onwards,  when 
England  quite  suddenly  became  a  world  power  and  London  became  Europe's 
leading  commercial  centre.  If  we  see  English  music  only  in  terms  of  her  native 
composers,  then  they  will  appear  to  be  dominated  by  what  an  Oxford  critic  of 
Handel's  Athalia  called  'a  great  number  of  foreign  fidlers'.  But  if  we  set  chauvinism 
aside  and  study  the  music  of  these  immigrants  as  well,  then  a  different  picture 
emerges.  The  English  musical  style,  concerned  with  melody  and  harmonic  colour 
more  than  structure,  exerted  a  powerful  influence  on  even  the  most  individual 
foreign  composers,  as  Handel's  L Allegro  or  J.  C.  Bach's  Vauxhall  songs  show. 
Furthermore,  they  came  to  London  not  because  the  competition  there  was  weak, 
but  because  England's  musical  institutions  afforded  them  more  opportunities  than 
anywhere  else.  Far  from  being  a  Land  ohne  Musik,  mid- 18th-century  England 
probably  had  the  richest  musical  life  of  any  European  country  at  the  time. 

England  in  1600  was  one  of  the  most  centralized  countries  in  Europe.  Most  of 
her  wealth  and  perhaps  a  fifth  of  her  population  of  just  over  four  million  was 
concentrated  in  the  home  counties.  London,  with  a  population  of  over  200,000, 
was  more  than  ten  times  the  size  of  her  nearest  rivals,  Norwich  and  Bristol;  an 
extraordinarily  large  proportion  of  the  nation's  commercial,  intellectual  and  artistic 
life  was  to  be  found  in  her  noisy  and  crowded  streets.  Above  all,  London  was  the 
seat  of  England's  highly  centralized  form  of  government,  organized  around  the 
person  of  the  monarch. 

Musical  life  was  correspondingly  centralized  at  the  beginning  of  the  17th  century. 
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With  the  exception  of  Thomas  Weelkes  at  Chichester  and  John  Wilbye  at  Hengrave 
in  Suffolk,  all  of  England's  most  important  composers  before  the  Civil  War  lived  in 
or  around  London  or  were  connected  with  the  court  in  some  way.  The  Reformation 
had  caused  the  decline  of  the  traditional  centres  of  provincial  music,  the  cathedrals 
and  collegiate  foundations;  many  of  their  most  talented  musicians,  like  Thomas 
Tallis,  were  subsequently  attracted  to  a  court  that  was  increasing  in  size  and 
splendour  during  the  16th  century.  A  century  later,  with  the  court  itself  in  decline, 
London's  theatres,  concert  halls  and  parish  churches  became  the  main  centres  of 
employment.  Apart  from  a  brief  period  during  the  Civ  il  War  when  court  musicians 
left  London  in  large  numbers  to  seek  work,  it  was  not  until  the  end  of  the  Baroque 
era  that  musical  life  outside  London  began  to  revive,  aided  by  the  increasing 
prosperity  of  provincial  towns  and  by  the  amateur  musical  societies  that  flourished 
in  them. 

In  the  Renaissance,  the  court  was  not  a  particular  building  but  an  institution: 
it  was  a  mobile  society  of  courtiers,  administrators  and  domestic  servants  that 
accompanied  the  sovereign  on  an  annual  circuit  of  royal  palaces  and  great  country 
houses.  During  the  three  legal  terms,  the  main  working  part  of  the  year,  the  court 
stayed  close  to  the  City  -  at  Whitehall  or  one  of  the  other  palaces  along  the  Thames 
from  Greenwich  to  Richmond.  In  the  summer  it  ventured  further  afield,  often  on 
a  leisurely  progress  around  one  of  the  more  distant  parts  of  the  kingdom,  though 
its  musicians  were  often  allowed  to  remain  behind. 

Music  was  provided  for  the  court  by  a  number  of  separate  groups  or  consorts 
working  in  the  section  of  the  royal  household  known  as  the  Chamber,  under  the 
jurisdiction  of  the  Lord  Chamberlain.  The  largest  and  oldest  of  them  was  the  Chapel 
Royal,  the  royal  choir.  Administered  by  the  Dean  of  the  Chapel  (often  a  bishop) 
and  an  elected  sub-Dean,  the  Chapel  Royal  consisted  of  12  children  and  32  singing 
men  or  'gentlemen',  from  whose  ranks  were  taken  the  Master  of  the  Children  and 
two  or  three  organists.  The  first  duty  of  the  Chapel  was  to  provide  the  sovereign 
with  daily  choral  services,  though  in  the  16th  century  it  also  provided  secular 
entertainment  in  the  form  of  choirboy  plays.  Little  is  known  about  its  secular 
activities  in  the  17th  century,  but  it  must  have  provided  the  voices  for  the  birthday 
and  New  Year  odes  that  were  a  feature  of  Restoration  court  life,  and  its  members 
probably  contributed  a  good  deal  to  informal  music-making. 

The  Chapel  maintained  its  position  as  the  leading  choir  in  England,  partly  because 
the  Master  of  the  Children  had  the  right  to  recruit  boys  from  cathedrals  and  chapels 
throughout  the  country  -  by  force  if  necessary;  many  institutions  were  also  compelled 
to  pay  the  salaries  of  their  best  musicians  (Thomas  Tomkins  of  Worcester,  for 
instance)  while  they  were  away  for  long  periods  at  court.  However,  these  enforced 
absences  did  at  least  keep  provincial  choirs  abreast  of  the  latest  developments,  and 
help  to  explain  why  their  repertory  in  the  17th  century  was  so  dependent  on  the 
work  of  Chapel  Royal  composers. 

The  verse  anthem,  first  developed  in  Elizabethan  times  from  the  consort  songs 
of  choirboy  plays,  was  the  characteristic  product  of  the  Chapel  throughout  the 
Baroque  period;  its  intricate  interplay  between  solo  voices,  choir  and  viols  (or 
possibly  cornctts  and  sackbuts)  was  particularly  suitable  for  the  almost  domestic 
acoustics  of  the  chapels  at  Whitehall  and  the  other  royal  palaces.  From  the  court, 
the  verse  anthem  repertory  spread  to  cathedrals  (where  the  organ  normally  replaced 
the  viols)  and  private  chapels.  At  the  Restoration,  the  Chapel  Royal  was  revived 
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under  the  energetic  leadership  of  Captain  Henry  Cooke,  who  trained  a  precociously 
gifted  group  of  boys  that  included  Pelham  I  lumfrey,  Michael  Wise,  John  Blow, 
William  Turner,  Henry  Hall  and  Henry  Purcell.  First  as  boys  and  then  as  men, 
they  developed  a  new  type  of  verse  anthem  that  borrowed  elements  of  the  French 
orchestral  style  and  Italian  vocal  music,  replacing  the  viols  with  a  violin  band  and 
organ  continuo. 

Although  the  Chapel  Royal  declined  sharply  after  the  accession  of  William  and 
Mary,  its  role  in  English  church  music  was  not  replaced  by  provincial  choirs;  in 
general  they  were  at  a  low  ebb  throughout  the  18th  century.  Instead,  the  best  talent 
was  beginning  to  be  attracted  to  a  new  source  of  employment.  The  Great  Fire  of 
1666  and  the  steady  expansion  of  London  in  the  decades  that  followed  resulted  in 
the  construction  of  a  great  number  of  splendid  new  churches,  designed  by  Sir 
Christopher  Wren  and  his  associates,  and  each  equipped  with  an  organ.  Since  many 
of  the  existing  London  churches  were  also  beginning  to  be  equipped  with  new  or 
improved  organs  at  this  time  (often  provided  by  the  builder  or  a  parishioner  in 
return  for  an  annuity),  the  result  was  that  a  new  profession  -  that  of  the  London 
church  organist  -  came  into  being.  Many  distinguished  18th-century  musicians, 
including  Maurice  Greene,  J.  C.  Pepusch,  William  Boycc,  John  Stanley  and  Charles 
Burney,  found  it  convenient  to  combine  such  a  post  with  their  other  activities. 

The  rest  of  the  musicians  in  royal  service  were  instrumentalists,  organized  into  a 
number  of  separate  consorts  with  different  roles  in  the  daily  round  of  court 
ceremonial.  In  1600  there  were  five  of  them:  a  band  of  trumpets  and  drums,  three 
consorts  of  wind  instruments  and  a  v  iolin  band.  The  16  trumpets  need  not  detain 
us  long:  like  similar  groups  at  other  courts,  they  adorned  state  occasions  with 
improvised  fanfares  and  played  no  part  in  the  literate  musical  culture  until  the 
1670s.  The  three  wind  consorts  were  a  mixed  group  of  eight  shawms  and  trombones, 
a  consort  of  six  flutes  and  a  consort  of  six  recorders.  In  the  1630s  they  were  combined 
into  a  single  group  of  15  men,  and  moves  were  made  to  change  over  to  the  more 
modern  and  flexible  combination  of  cornetts  and  sackbuts.  Their  main  duty  was  to 
accompany  the  daily  ritual  of  the  sovereign's  dinner,  though  they  also  took  part  in 
court  masques,  and  during  the  reign  of  James  I  they  began  to  play  in  the  Chapel 
Royal  on  special  occasions.  A  manuscript  at  the  Fitzwilliam  Museum,  Cambridge, 
contains  a  selection  of  their  repertory  from  about  1610  until  after  the  Restoration: 
it  includes  part  of  the  famous  music  Tor  His  Majesty's  Sagbutts  and  Cornetts' 
written  by  Matthew  Locke,  possibly  to  accompany  Charles  IPs  coronation  pro- 
cession on  22  April  1661. 

Like  the  wind  consorts,  the  violin  band  took  part  in  court  ceremonial,  though  it 
is  likely  that  it  concentrated  mainly  on  accompanying  dancing;  the  texts  of  many 
court  masques  of  the  period  mention  it  in  this  role.  We  know  that  it  played  normally 
in  five  parts,  using  the  layout  of  one  violin,  three  violas  and  bass  like  the  French 
Vingt-quatre  Violons.  At  the  Restoration,  it  was  enlarged  from  its  pre-war  strength 
of  about  15  to  24  to  bring  it  into  line  with  the  French  court  orchestra.  At  the  same 
time,  groups  from  the  band  began  to  be  used  in  the  Chapel  Royal  and  in  the  London 
theatres.  By  the  time  Purcell  began  to  write  for  it  around  1680,  the  band  was  using 
the  more  modern  Italian  'string  quartet'  layout. 

A  sixth  group,  called  variously  'The  Lutes  and  Voices',  'The  Private  Music'  and 
'The  Consort',  was  developed  at  court  during  the  reigns  of  James  I  and  Charles  I, 
in  part  from  ensembles  in  Prince  Henry's  household  and  that  of  Charles  as  Prince 
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of  Wales.  It  was  quite  distinct  from  the  violin  band,  and  consisted  of  a  number  of 
lutenist/singers,  a  few  viol  players,  two  violinists,  a  harpist  and  an  organist  or 

virginals  player;  in  effect,  it  was  a  distinguished  group  of  soloists  who  provided  the 
royal  family  with  a  variety  of  vocal  and  instrumental  chamber  music  in  their  private 
apartments  -  hence  the  title  'The  Private  Music'  (see  Plate  15).  Its  string  players, 
for  instance,  appear  to  have  played  the  great  repertory  of  contrapuntal  consort  music 
written  by  court  composers  from  John  Coprario  to  Matthew  Locke  -  particularly 
fantasy  suites  or  'setts'  for  one  or  two  violins,  bass  viol  and  organ. 

James  II  drastically  rationalized  the  Royal  Music  soon  after  his  accession  in  1685. 
All  the  instrumental  consorts  were  replaced  by  a  single  ensemble  based  on  the 
Twenty-four  Violins.  The  new  group  was,  effectively,  an  up-to-date  orchestra  of 
wind,  strings  and  continuo,  though  by  the  1690s  its  duties  were  largely  confined  to 
important  state  occasions,  and  by  the  middle  of  the  18th  century  a  post  in  the  royal 
band  was  virtually  a  sinecure. 

Waits  were  humble  civic  equivalents  of  the  court  instrumental  consorts.  Originally 
guards  and  watchmen,  by  1600  they  were  small  consorts  of  adaptable  instrumentalists 
(six  was  a  common  number)  who  could  provide  their  town  with  music  for  a  variety 
of  outdoor  and  indoor  occasions.  Though  some  were  not  far  remov  ed  from  itinerant 
buskers,  the  best,  like  the  waits  of  London  and  Norwich,  were  literate  and  highly 
accomplished  musicians  w  ho  played  lutes,  viols  and  violins  as  well  as  the  traditional 
'wait  pipe'  (the  shawm)  and  other  wind  instruments.  The  London  waits,  for  instance, 
provided  music  at  the  Blackfriars  Theatre  for  the  King's  Company  (Shakespeare's 
troupe)  and  employed  a  number  of  prominent  composers  such  as  John  Wilson, 
Robert  Taylor  and  Simon  Ives.  The  first  half  of  the  17th  century  was  the  heyday 
of  the  waits;  after  the  Restoration  they  were  supplanted  in  London's  musical  life  by 
public  concerts  and  a  new  type  of  musical  theatre,  though  they  continued  to  exist 
there  and  elsewhere  until  the  19th  century. 

Before  the  Civil  War,  London  had  two  theatrical  traditions.  The  various  com- 
mercial theatres  gave  spoken  plays,  largely  in  the  Elizabethan  manner,  on  a  plain 
stage  with  music  apparently  confined  to  preliminary  incidental  music  and  a  few 
songs  and  dances.  At  court,  masques  and  pastoral  plays  were  performed  with  the 
Italian  arts  of  perspective  scenery,  stage  machinery  and  artificial  light,  and  with  the 
full  resources  of  the  Royal  Music.  At  the  Restoration,  Charles  II  wisely  decided  not 
to  revive  a  regular  court  theatre;  it  had  contributed  to  his  father's  financial  difficulties 
and  the  Puritans  had  attacked  it  as  a  symbol  of  the  court's  immorality  and  decadence. 
Instead,  he  authorized  the  establishment  of  two  patent  companies  under  royal 
patronage;  as  nominal  members  of  the  royal  household,  they  came  under  the 
jurisdiction  of  the  Lord  Chamberlain.  This  arrangement,  which  lasted  in  essence 
until  the  19th  century,  brought  together  the  two  pre-war  theatrical  traditions. 
Ordinary  plays,  including  a  number  by  Shakespeare,  were  given  in  a  manner  derived 
from  the  masque,  with  masque-like  scenes  set  to  operatic  music.  At  first  the  Twenty- 
four  Violins,  divided  into  two  groups,  prov  ided  the  music  for  important  productions. 
Later  the  two  playhouses  established  their  own  bands;  by  the  1690s  virtually  every 
new  play  or  revival  was  provided  with  a  specially  composed  suite  of  incidental 
music,  heard  before  the  play  began  and  between  the  acts.  The  culmination  of  the 
Restoration  musical  theatre  was  the  scries  of  elaborate  musical  plays  or  'semi-operas' 
with  music  by  Henry  Purcell,  given  under  Thomas  Betterton's  direction  at  the 
Dorset  Garden  Theatre;  at  the  time  Dioclesian  (1690),  King  Arthur  (1691)  and 
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The  Fairy  Queen  (1692)  were  regarded  as  Purccll's  finest  achievements,  while  the 
miniature  italianate  opera  Dido  and  Aeneas  (1689)  was  performed  in  private  and 
remained  virtually  unknown. 

The  triumph  of  semi-opera  was  short-lived:  within  a  few  years  of  Purcell's  death 
in  1695,  Italian  opera  swept  it  from  the  stage  (see  Plate  23).  Italian  opera,  especially 
after  Handel's  Rinaldo  (the  first  to  be  written  specially  for  London,  performed  at 
the  Haymarkct  Theatre  from  24  February  171 1),  attracted  the  artistic  and  social 
elite  permanently  to  its  cause.  Italian  singers  and  instrumentalists  surged  into 
England,  Handel  found  himself  at  the  forefront  of  English  musical  life  and  a 
promising  generation  of  English  composers  -  including  Croft,  Eccles  and  Weldon  - 
were  effectively  deprived  of  employment  in  the  theatre. 

Although  J.  C.  Pepusch  and  J.  E.  Galliard  wrote  a  number  of  italianate  English 
operas  as  afterpieces  to  spoken  plays  between  171 5  and  171 8  (they  were  the  model 
for  Handel's  Acis  and  Galatea,  1718),  English  musical  theatre  was  mainly  confined 
to  low  comedy  for  the  rest  of  our  period.  Pantomime,  a  favourite  type  of  afterpiece, 
became  popular  in  the  1720s,  mainly  through  the  antics  of  John  Rich,  the  greatest 
Harlequin  of  the  century.  At  this  period  it  rather  curiously  combined  serious  all- 
sung  mythological  scenes  with  spectacular  scenic  effects  and  danced  episodes  derived 
from  the  commedia  dell' arte.  Ballad  opera  was  a  craze  that  lasted  for  just  a  few  years, 
following  the  great  success  in  1728  of  Gay's  The  Beggar  s  Opera,  produced  at 
Lincoln's  Inn  Fields  with  music  arranged  by  Pepusch.  However,  The  Beggar's  Opera 
continued  to  be  performed  throughout  the  century  and  its  satire  of  Italian  opera, 
as  well  as  its  use  of  popular  tunes,  influenced  many  subsequent  works,  such  as 
Lampe's  The  Dragon  of  Want  ley  (1737)  and  Arne's  Love  in  a  Village  (1762).  Arne 
made  his  name  in  the  theatre  with  Comus  (1738),  a  reworking  of  Milton's  famous 
1634  masque.  This  modified  revival  of  the  semi-opera,  which  came  soon  after  a 
temporary  collapse  of  Italian  opera  in  London,  heralded  a  return  to  seriousness  in 
the  English  musical  theatre,  and  its  pre-Romantic  rural  atmosphere  attracted  many 
imitations,  including  Handel's  oratorio  V Allegro  (1740). 

The  public  concert  was  an  English  invention,  though  until  the  end  of  the  18th 
century  concerts  were  given  by  amateurs  as  often  as  professionals,  and  they  were 
held  in  taverns,  theatres,  pleasure  gardens  or  assembly  rooms  as  often  as  purpose- 
built  concert  halls.  All  concerts  were  giv  en  by  groups  of  instrumentalists,  sometimes 
including  voices;  the  solo  keyboard  recital  belongs  to  a  later  period,  though  concerts 
nearly  always  included  a  number  of  contrasted  solos  among  the  ensemble  items. 
Though  John  Banister  is  usually  credited  with  giving  the  first  concerts  in  London 
in  the  1670s,  similar  events  were  held  in  Oxford  during  the  Commonwealth.  The 
Civil  War  had  acted  as  a  powerful  stimulus  to  music  in  the  provinces,  since  many 
court  musicians  had  left  London,  and  amateurs  and  professionals  alike  'chose  rather 
to  fidle  at  home,  then  to  goe  out  &  be  knockt  on  the  head  abroad',  as  Roger  North 
put  it.  Under  the  energetic  professorships  of  John  Wilson  (1655-61)  and  Edward 
Lowe  (1661-82),  both  amateurs  and  professionals  (occasionally  including  virtuosos 
like  Thomas  Baltzar  and  John  Banister)  met  weekly  at  the  University  Music  School 
and  at  the  house  of  the  organist  William  Ellis  to  play  consort  music  on  a  mixture 
of  violins,  viols  and  continuo  instruments;  the  music  they  played  forms  the  basis  of 
the  Music  School  collection  in  the  Bodleian  Library,  Oxford. 

A  similar  meeting,  at  which  French-style  orchestral  music  was  played  with 
professional  bass  violinists,  was  held  in  the  Castle  Tavern  in  Fleet  Street  during  the 
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1680s;  it  eventually  evolved  into  the  fully  professional  concerts  at  York  Buildings, 
off  the  Strand  -  London's  first  proper  concert  hall.  The  output  of  composers  like 
the  Moravian  Gottfried  (or  Godfrey)  Finger,  who  was  one  of  the  promoters  of  the 
York  Buildings  concerts  (^1689-97),  shows  that  the  new  concert-going  public 
preferred  to  listen  to  sonatas  that  combined  virtuosity  and  tunefulness  with  unusual 
scorings.  Finger's  sonatas  call  for  trumpets,  oboes  and  recorders  with  strings  in 
novel  combinations;  they  are  typical  of  the  growing  repertory  of  instrumental  music 
that  was  offered  to  amateurs  in  printed  editions  by  John  Walsh  and  his  Netherlands 
counterpart,  Estienne  Roger. 

The  most  remarkable  music  meeting  of  the  period  was  the  one  run  from  1678  to 
1714  by  the  coal  merchant  Thomas  Britton  above  his  shop  in  Clerkenwell.  Britton's 
concerts  were  unusual  for  the  quality  of  his  performers  (they  reportedly  included 
Handel  and  Pepusch),  the  nobility  of  his  audience  and,  to  judge  from  the  posthumous 
sale  catalogue  of  his  music  library,  the  catholicity  of  his  taste.  Britton  represents  the 
beginning  of  an  antiquarian  strain  in  English  music  that  became  more  pronounced 
as  the  century  progressed.  His  interest,  for  instance,  in  mid-i7th-century  viol  music 
has  its  counterpart  in  Pepusch's  Academy  of  Ancient  Music,  in  Maurice  Greene 
and  William  Boyce's  Cathedral  Music,  in  the  antiquarian  interests  of  the  Oxford 
professors  William  and  Philip  Hayes  and,  finally,  in  the  great  histories  of  Burney 
and  Hawkins.  By  espousing  antiquarianism,  English  18th-century  musicians  were 
able  to  combine  their  traditional  conservatism  with  a  contemporary  pre-Romantic 
nostalgia  for  the  past. 

In  the  early  18th  century,  concerted  music  was  increasingly  heard  in  theatres  and 
pleasure  gardens.  After  17 10,  italianate  concertos  and  sonatas  replaced  specially 
composed  suites  as  interval  music  in  plays  and  operas.  For  instance,  the  repertory 
of  concertos  for  fifth  and  sixth  flute  (small  recorders  in  C  and  D)  by  William  Babell, 
Robert  Woodcock  and  John  Baston,  as  well  as  the  concerti  grossi  and  sonatas  of 
John  Humphries,  seem  to  have  been  written  for  Lincoln's  Inn  Fields  in  the  second 
and  third  decades  of  the  century.  Handel's  concerti  grossi  and  organ  concertos 
fulfilled  a  similar  function  during  performances  of  his  operas  and  oratorios  at  the 
Haymarket  or  Covent  Garden.  Spring  Gardens  at  Vauxhall  (south  of  the  Thames 
opposite  Whitehall)  existed  in  Restoration  times,  but  regular  concerts  only  began 
there  after  1732;  its  major  rivals  were  Marylebone  Gardens  (opened  1738)  and 
Ranelagh  in  Chelsea  (opened  1742).  Judging  from  the  collections  of 'Vauxhall  songs' 
published  by  Arne  and  others  from  the  1740s  onwards,  the  principal  fare  was 
songs  and  cantatas  with  orchestral  accompaniment,  though  organ  concertos  became 
popular  later  in  the  century. 

The  extraordinary  popularity  of  the  Corellian  concerto  grosso  in  England  can  be 
best  explained  by  its  usefulness  to  the  many  orchestral  societies  that  sprang  up  all 
over  England  around  1750  (see  Plate  16);  presumably,  hired  professionals  played 
the  concertino  parts,  leaving  the  ripieno  to  their  employers,  the  gentlemen  amateurs. 
Although  the  earlier  English  concerto  sets  were  mostly  published  by  London 
composers  such  as  Humphries,  Gcminiani,  Fcsting,  Giuseppe  Sammartini  and 
Handel,  the  lead  later  passed  to  the  provinces:  the  work  of  John  Alcock  at  Lichfield, 
Charles  Avison  at  Newcastle  or  Capcl  Bond  at  Coventry  shows  how  high  musical 
standards  were,  even  in  quite  small  towns.  Furthermore,  these  same  societies  took 
up  the  much  more  difficult  and  richly  scored  galant  symphonies  of  the  1770s  and 
80s  with  equal  enthusiasm. 
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In  the  early  17th  century,  children  normally  learnt  music  initially  through  a 
solo  instrument.  An  early  17th-century  book  on  the  organization  of  aristocratic 
households  by  'R.B.'  recommends  'the  Base  Violl,  The  Virginalls,  Lute,  Bandora 
or  Citerne';  the  more  advanced  skills  needed  to  play  or  sing  in  consort  were 
normally  found  only  in  the  most  musical  households.  Around  1 600,  when  keyboard 
instruments  were  relatively  rare  and  expensive,  the  lute  was  -  as  Dowland  put  it  in 
1609  -  'most  in  request';  it  was  cheap  and  portable,  it  had  a  large  and  worthwhile 
repertory  and  its  tablature  notation  was  easy  for  beginners  to  learn.  Even  so,  the 
popularity  of  this  increasingly  complex  instrument  (around  1620  it  acquired  new 
tunings  and  extra  strings  from  France)  declined  later  in  the  century  in  favour  of  the 
simpler  lyra  viol  and  five-course  guitar.  Virtually  all  the  Tudors  were  lutenists; 
Charles  I  played  the  viol  'exactly  well',  and  his  sons,  Charles  II  and  James  II,  took 
up  the  guitar,  as  did  a  number  of  their  contemporaries,  including  the  diarist  Samuel 
Pepys.  While  the  viol  played  iyra-way'  in  chords  from  tablature  was  an  English 
invention,  the  vogue  for  the  guitar  was  part  of  the  Restoration  enthusiasm  for  French 
culture;  Francesco  Corbetta,  the  leading  exponent  of  the  instrument  in  France, 
visited  London  and  in  1671  dedicated  La  guitarre  royalle  to  Charles  II.  It  was  taken 
for  granted  that  these  instruments  were  learnt  partly  so  that  the  players  could 
accompany  their  own  singing  (from  tablature  early  in  the  century,  and  later  from 
unfigured  or  figured  basses).  Keyboard  instruments  only  began  to  be  used  generally 
for  this  purpose  in  the  1690s. 

Although  the  Jacobean  and  Caroline  keyboard  repertory  is  commonly  called 
'virginal  music',  there  is  no  reason  to  think  that  it  was  always  played  on  the  single- 
strung  rectangular  instrument;  harpsichords  and  domestic  organs  were  also  common. 
Rectangular  virginals  continued  to  be  made  in  the  Restoration  period  (the  latest  is 
dated  1679)  though  English  makers  were  by  then  already  producing  a  newer 
triangular  type  with  a  miniature  bentside;  it  was  called  'spinet',  after  the  Italian 
spinetta,  and  may  have  been  introduced  to  England  by  Girolamo  Zenti,  who  worked 
briefly  for  Charles  II.  From  then,  the  spinet  reigned  supreme  in  ordinary  English 
houses  until  it  was  supplanted  by  the  square  piano  in  the  1760s  and  1770s.  English 
Baroque  keyboard  music  can  be  divided  into  a  'high'  repertory,  written  largely  by 
professionals  for  their  own  use,  and  a  'low'  one,  made  up  of  simple  teaching  pieces, 
dances  and  arrangements  of  popular  songs.  The  latter  sounds  best  on  (and  was 
doubtless  largely  intended  for)  the  virginal  and  the  spinet,  while  the  former, 
particularly  in  the  18th  century,  was  written  specifically  for  English  harpsichords. 
Around  the  middle  of  the  century,  the  two  rival  family  firms  of  the  Swiss  Burkat 
Shudi  (1702-73)  and  the  Alsatian  Jacob  Kirckman  (1710-92)  developed  large  and 
powerful  instruments  that  combined  elements  of  the  Italian,  French  and  Flemish 
national  schools.  They  were  ideal  for  playing  the  range  of  English  and  Continental 
music  -  including  Zipoli,  Domenico  Scarlatti,  Rameau  and  C.  P.  E.  Bach  -  that  was 
available  from  London  publishers;  just  as  English  musicians  developed  antiquarian 
tastes,  so  they  became  increasingly  eclectic  as  well. 

I  have  outlined  an  alternative  to  the  traditional  view  that  English  music  between 
Purcell  and  Elgar  is  unworthy  of  notice.  Decline  there  certainly  was;  but  it  did 
not  come  substantially  until  around  1800-30,  when  most  of  the  familiar  musical 
institutions  of  the  18th  century  -  the  court,  the  cathedral  choir,  the  English  musical 
theatre,  the  orchestral  society,  the  pleasure  gardens  and  home  chamber  music  - 
were  all  at  a  low  ebb  or  had  more  or  less  come  to  an  end.  The  causes  of  decline  arc 
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complex:  they  extend  into  other  areas  of  cultural  life,  and  beyond  into  larger 
questions  of  politics  and  history,  in  which  the  Napoleonic  wars,  industrialization 
and  the  decline  of  aristocratic  life  each  played  a  part. 

Peter  Holman 
Colchester 


269 

Copyrighted  material 


London  (Will  Roadcs:  A  Pocket  Map  of  the  Citties  of  London  (5  Westminster,  1731) 


270 

Copyrighted  material 


27 1 


Biographical  Dictionary 
The  British  Isles 


i  London 

Abell,  John  ( 1653— in  or  after  1716).  Well 
travelled  Scottish  countertenor  (of  whose 
voice,  Evelyn  asserted,  'one  would  have 
sworne  it  had  been  a  woman's'),  lutenist  and 
minor  composer  of  songs.  He  was  tem- 
peramental and  discerning,  acquiring  a  post  in 
the  Chapel  Royal  (1675),  a  Cambridge  MusB 
(1684)  and  an  aristocratic  wife  (Lady  Frances 
Knollys,  1685)  before  quitting  England, 
ostensibly  on  religious  grounds,  to  travel  on 
the  Continent.  He  was  received  in  France, 
Germany,  the  Low  Countries,  Italy  and 
Poland  -  where  he  was  threatened  with  wild 
bears,  if  he  refused  to  sing  (as  he  often  did). 
Abell  returned  to  London  in  1699,  briefly 
visiting  Ireland  in  1703  in  the  entourage  of 
the  viceroy,  the  Duke  of  Ormonde.  He  com- 
posed a  birthday  ode  for  Queen  Anne  in  1703: 
Hark,  Britain,  hark. 

Addison,  Joseph  (1672- 17 19).  Civil  servant 
and  writer  on  music  in  The  Spectator,  in  whose 
pages  (171 1— 12)  he  spoke  out  against  Italian 
opera  in  England,  advocating  indigenous 
opera  in  its  place.  In  that  cause  he  wrote 
a  libretto,  Rosamond,  which  was  first  set  by 
Thomas  Clayton  (1707)  -  when  it  was  (deserv- 
edly) a  total  flop  and  later  by  Arne  (1733). 
Johann  Mattheson  was  influenced  by  his 
writing. 

Albrici.  See  Italy  to  Itinerant  Musicians. 
Amadei,  Filippo.  See  Italy  7  Papal  States: 
Rome. 

Ariosti,  Attilio.  See  Italy  to  Itinerant 
Musicians. 

Arne,  Thomas  Augustine  (1710-78). 
Leading  figure  in  mid- 18th-century  English 
theatrical  music.  Arne,  a  Catholic,  was  edu- 
cated at  Eton  College.  He  played  the  organ 
and  the  violin,  which  he  learnt  from  one  of 
the  Festing  family.  It  may  have  been  Michael 
Festing  who  convinced  Arne's  father  (by  pro- 
fession an  upholsterer)  to  devote  much  of  his 
energies  to  promoting  the  musical  talents  of 
his  children:  Arne's  sister  was  the  gifted 
soprano  Susanna  Maria,  later  Mrs  Cibber,  and 
with  their  brother  Richard  they  were  involved 
in  performances  -  including  one  of  Handel's 
Acis  and  Galatea  -  at  the  Little  Haymarket 
Theatre  in  1732. 


They  joined  briefly  with  Henry  Carey  and 
J.  F.  Lampe  to  present  English  operas  (by 
Lampe  and  Arne)  in  the  Italian  style,  but 
within  18  months  their  partnership  was  dis- 
solved. The  success  of  Arne's  Opera  of  Operas 
(i733)  and  Dido  and  Aeneas  (1734)  confirmed 
his  talent.  He  displaced  Lampe  at  Drury  Lane, 
where  in  addition  to  songs  for  Shakespeare 
productions  (his  most  famous  was  'Where  the 
bee  sucks')  he  composed  masques.  In  1734 
Love  and  Glory  (in  which  his  brother  and 
sister  sang)  was  given  to  mark  the  marriage  of 
Princess  Anne  with  the  Prince  of  Orange.  By 
command  of  the  Prince  of  Wales,  Arne's 
Alfred  (containing  his  most  famous  song, 
'Rule  Britannia')  was  performed  at  a  royal 
Thames-side  house,  Cliveden,  in  the  summer 
of  1740. 

In  1737  he  married  the  singer  Cecilia 
Young,  who  sang  in  his  extremely  popular 
setting  of  Milton's  Comus  (1738),  and  together 
they  followed  Mrs  Cibber  to  Dublin,  where 
the  two  women  sang  in  the  first  performance 
of  Handel's  Messiah  (1742).  After  two  seasons 
they  returned  to  London  and  Drury  Lane 
Theatre,  where  they  worked  until  1750  when 
they  defected  to  Covent  Garden  after  a  quarrel 
between  Mrs  Cibber  and  David  Garrick  which 
gave  rise  to  rival  productions  of  Romeo  and 
Juliet  at  the  two  houses  with  music  by  Arne 
and  Boyce.  The  Arnes'  marriage  faltered  and 
they  separated,  though  they  were  reconciled 
much  later,  in  1777. 

In  the  meantime,  Arne  took  the  DMus  at 
Oxford  and  established  important  connections 
with  the  pleasure  gardens  of  Vauxhall,  Ra- 
nelagh  and  Marylebone  as  their  leading  com- 
poser, writing  numerous  songs  and  some 
organ  concertos.  He  joined  the  Gentlemen's 
Catch  Club  and  the  Madrigal  Society,  for 
which  he  supplied  much  convivial  music.  In 
1760  his  miniature  comic  opera,  Thomas  and 
Sally,  was  presented  at  Covent  Garden;  two 
years  later  Artaxerxes,  to  a  libretto  translated 
from  Metastasio,  became  the  most  popular 
English  opera  in  the  Italian  style  until  the  19th 
century.  See  British  ISLES  /  London,  Cibber, 
Susanna  Maria. 

Babcll,  William  (r  1690- 1723).  London  harp- 
sichordist, organist,  violinist  and  composer 
(probably  of  French  descent);  Burney  un- 
charitably described  him  as  one  who  '. . .  at 
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once  gratifies  idleness  and  vanity'.  The  son  of 
a  bassoonist,  Babell  was  both  gifted  and  well 
connected.  He  was  a  pupil  of  Pepusch,  knew 
and  was  greatly  influenced  by  Handel,  had  a 
court  appointment  in  George  Fs  private  band 
and  an  organ  post  at  All  I  Iallows,  Bread  Street. 
His  harpsichord  pieces,  which  include  vir- 
tuosic  arrangements  of  arias  from  Handel's 
Rinaldo  -  decried  by  Burnev  -  and  oboe 
sonatas  (published  posthumously)  with  writ- 
ten-out  ornamentation  for  the  slow  move- 
ments are  an  important  source  for  early  1 8th- 
century  English  performance  practice. 

Baltzar,  Thomas  ['the  Swede']  (ci  631-1663). 
Liibeck  violinist  and  composer  who  spent  two 
years  at  the  Swedish  court  before  emigrating 
to  England  in  1655.  Baltzar  played  in  the 
production  of  Davenant's  'The  Siege  of  Rhodes 
in  1656  and  in  numerous  private  concerts. 
Five  years  later  he  was  appointed  to  the  King's 
Private  Musick  as  a  Musician-in-Ordinary 
(see  Plate  1 5).  Thomas  Britton  owned  a  copy 
of  his  collection  of  trio  sonatas  for  lyra  violin, 
treble  violin  and  bass  (now  lost),  but  from  the 
evidence  of  his  suites  for  two  and  three  violins, 
as  well  as  the  variations  which  appeared  in 
Playford's  The  Division  Violin  (1685),  he  was 
technically  accomplished  in  high  positions  and 
at  multiple  stops.  He  allegedly  died  of  alcohol- 
ism and  'French  pox'. 

Banister,  John.  Father  and  son  of  the  same 
name,  who  were  instrumentalists  and  com- 
posers in  the  King's  Violins;  both  were 
modestly  successful  composers  whose  music 
appeared  in  contemporary  anthologies.  The 
elder  John  Banister  (a 624-1 679)  played  the 
violin  in  the  band  for  the  1659  performances 
of  The  Siege  of  Rhodes  and  composed  theatre 
songs  such  as  appeared  in  Courtly  Masquing 
Ayres  (1662).  After  trips  to  Paris  during  1660- 
62  where  he  heard  Lully's  petits  vtolons,  he 
returned  to  lead  a  new  royal  band  of  12  violins 
(though  his  place  was  soon  usurped  by  the 
French  expatriate  Louis  Grabu).  In  late 
December  1672  The  London  Gazette  adver- 
tised Monday  afternoon  concerts  at  his  home 
in  White  Fryers  (known  as  the  'Musick- 
SchooF)  which  were  among  the  earliest  public 
concerts  to  be  given  in  London.  He  also  played 
the  flageolet  and  was  acquainted  with  Pepys, 
himself  an  amateur  on  the  instrument, 
who  mentions  him  frequently  in  his  diary. 
The  younger  John  Banister  died  around 

1725- 

Baston,  John  {ft  171 1-33).  Flautist  and 
recorder  player  in  the  London  theatres  (Lin- 
coln's Inn  Fields,  171 1-20;  Drury  Lane, 
1720-33)  and  composer  of  virtuoso  recorder 


concertos  which  he  played  in  the  intervals  of 
performances. 

Beard,  John  (n  71 7-1 791).  Tenor,  much 
loved  by  London  audiences,  who  sang  more 
roles  under  Handel  than  any  other  singer,  and 
did  much  to  popularize  the  tenor  voice.  As  a 
pupil  of  Bernard  Gates  (who  was  a  great 
admirer  of  Handel)  at  the  Chapel  Royal,  Beard 
sang  in  the  1732  drown  and  Anchor  Tavern 
performances  of  Esther.  Upon  leaving  the 
Chapel  Royal  two  years  later,  he  became  a 
member  of  Handel's  Covent  Garden 
company,  with  whom  he  sang  in  ten  operas 
and  probably  all  of  the  English  oratorios  (the 
heroic  roles  he  created  in  Samson,  Judas  Mac- 
cabaeus  and  Jephtha  were  particularly  mem- 
orable), masques  and  odes  (except  The  Choice 
of  Hercules),  and  in  numerous  revivals.  He 
occasionally  sang  at  the  Chapel  Royal  as  a 
'vocal  performer  extraordinary  to  his  Majesty' 
and  from  1750  onwards  sang  without  fee  in 
the  annual  Foundling  Hospital  performances 
of  Messiah.  During  the  1750s  he  took  part  in 
oratorio  performances  at  provincial  festivals, 
and  was  also  associated  with  the  Drury  Lane 
company  (1737-43  anu<  '74^  59)»  singing  in 
performances  of  works  by  Arne,  J.  C.  Smith, 
Lampe  and  Boycc. 

His  first  marriage,  in  1739,  to  Lady  Hen- 
rietta Herbert,  caused  a  scandal;  and  in  1759  - 
six  years  after  her  death  -  he  married  Charlotte 
Rich,  daughter  of  John  Rich.  That  same  year 
he  was  made  a  DMus  at  Oxford  and  the  fol- 
lowing year  a  governor  of  the  Foundling  I  los- 
pital.  He  took  over  the  management  of  Covent 
Garden  from  his  father-in-law,  but  sold  the 
patent  in  1 767  and  retired  after  becoming  deaf. 

Bcrnacchi,  Antonio  Maria.  See  Italy  10 
Itinerant  Musicians. 

Birchcnsha,  John  (d  1681).  Composer  and 
theorist  mentioned  in  A  Musuall  Banquet 
( 1 65 1 )  as  a  London  viol  teacher.  Birchensha 
took  composition  pupils,  among  them  Pepys 
(who  studied  with  him  in  1662);  Shadwell 
made  reference  to  his  gifts  as  a  teacher  in  The 
Humorist  (1671):  'Berkenshaw  is  a  rare  fellow  , 
give  him  his  due,  fa,  la,  la,  for  he  can  teach  men 
to  compose  that  are  deaf,  dumb  and  blind.' 
Birchensha  investigated  the  mathematical 
relationship  of  music  pitches  and  wrote  the 
preface  to  Thomas  Salmon's  An  Essay  to  the 
Advancement  of  Mustek  (1672). 

Blow,  John  ( 1 649-1 708).  Distinguished  and 
influential  court  composer,  organist  and 
teacher,  remembered  by  his  anthems  and  a 
miniature  opera,  V  enus  and  Adorns.  Blow  was 
by  any  standard  an  extremely  successful  com- 
poser  but,   in   spite   of  his   talents  and 
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accomplishments,  he  was  overshadowed  hy 
Henry  Purcell.  His  fellow  choristers  at  the 
Chapel  Royal  included  Pelham  Humfrey 
(whom  he  succeeded  in  1674  as  Master  of  the 
Children  of  the  Chapel  Royal  and  Composer- 
in-Ordinary  for  voices  at  court),  Michael  Wise 
(whom  he  succeeded  in  1687  as  Almoner  and 
Master  of  the  Choristers  of  St  Paul's)  and 
William  Turner.  He  was  appointed  organist 
of  Westminster  Abbey  at  the  end  of  1668,  a 
post  he  temporarily  relinquished  to  Purcell  in 
167Q.  Blow  was  made  a  Gentleman  of  the 
Chapel  Royal  in  1674  and,  two  years  later, 
acquired  one  of  three  Chapel  Royal  organ 
posts.  At  the  end  of  1677  the  degree  of  Doctor 
of  Music  at  Canterbury  was  bestowed  on  him. 
Following  the  death  of  Purcell  in  1695  -  for 
whom  Blow  composed  an  ode  -  he  returned 
to  Westminster  Abbey  and  with  Father  Smith 
shared  the  court  post  of  'tuner  of  regals, 
organs,  virginals,  flutes  and  recorders'.  His 
crowning  honour  was  reserved  for  1700  when 
he  became  the  first  to  hold  the  post  of  Com- 
poser of  the  Chapel  Royal.  He  was  buried  near 
Purcell  in  the  Abbey. 

As  an  organist,  first  at  St  Paul's  and  then  at 
Westminster  Abbey,  Blow  composed  many 
services  and  verse  anthems  as  well  as  organ 
voluntaries  and  verses.  He  was  also  a  prolific 
composer  of  songs  and  odes,  mostly  for  the 
court.  The  anthem  /  beheld  and  lo!  a  great 
multitude  and  the  Ode  for  St  Cecilia's  Day 
{Begin  the  Song)  of  1684  are  among  his  finest 
works.  Many  of  his  odes  were  written  for 
specific  royal  occasions,  such  as  God  spake 
sometime  in  visions,  for  the  coronation  of  James 
II  in  1685.  In  emulation  of  Purcell's  Orpheus 
Britannicus,  Blow  published  a  collection  of 
vocal  chamber  music,  Amphion  Anglicus 
(1700).  He  composed  in  quite  different  styles, 
according  to  the  function  of  the  work,  and  was 
particularly  adept  at  incorporating  concertante 
instruments  and  instrumental  movements. 
Venus  and  Adonis,  composed  to  amuse  Charles 
II,  was  his  only  theatre  piece;  two  of  the 
first  performers  were  none  other  than  a  royal 
mistress  and  her  daughter.  For  his  pupils 
among  them  William  Croft,  Jeremiah  Clarke, 
Daniel  Purcell  and  Bernard  Gates  -  Blow 
composed  catches,  pieces  for  harpsichord  and 
a  treatise  on  realizing  from  a  figured  bass. 
Bononcini,  Giovanni.  See  Italy  5  Modena- 
Reggio. 

Bordoni,  Faustina.  See  Italy  10  Itinerant 
Musicians. 

Boschi,  Giuseppe  Maria.  See  Italy  4  Venice. 
Boyce,  William  (1711-79).  Organist,  com- 
poser of  sacred  and  theatre  music,  an  editor 
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and  musical  antiquarian;  largely  because  of 
the  early  onset  of  deafness  which  isolated  him 
from  contemporary  trends,  he  assumed  the 
mantle  of  leading  exponent  of  the  late  English 
Baroque  style.  Boyce  was  a  Londoner,  a  chor- 
ister at  St  Paul's,  then  a  pupil  of  Maurice 
Greene  and  J.  C.  Pepusch.  In  the  1730s  he 
became  involved  in  Greene's  Apollo  Society, 
at  whose  meetings  Boyce  conducted  new 
works  such  as  his  oratorio  David's  Lamentation 
over  Saul  and  Jonathan  ( 1 736)  and  the  serenata 
Solomon  (1742).  In  1736  he  succeeded  John 
Weldon  as  a  composer  to  the  Chapel  Royal, 
for  which  he  composed  services  and  anthems 
(it  was  not  until  1758  that  he  was  appointed 
an  organist  there);  in  1757  he  was  to  succeed 
Greene  as  Master  of  the  King's  Musick,  which 
involved  the  composition  of  birthday  and  New 
Year's  odes. 

During  the  1740s  Boyce  began  writing 
theatre  music.  Peleus  and  Thetis  (^1740)  was 
his  first  and  most  serious  work;  The  Secular 
Masque  0  1747,  libretto  by  John  Dry  den)  was 
specially  performed  as  part  of  a  Boyce  Festival, 
mounted  in  Cambridge  in  July  1749  (at  which 
time  he  was  awarded  university  degrees). 
However,  he  regularly  provided  incidental 
music  for  plays  at  Covent  Garden  and  from 
1749  at  Drury  Lane,  although  by  the  late 
1740s  he  was  deaf.  In  1749  Boyce  added  the 
duties  of  organist  at  All  Hallows,  Thames 
Street,  to  those  he  discharged  at  St  Michael's 
Cornhill;  his  deafness  precipitated  his  dis- 
missal at  the  former  in  1764  and  his  res- 
ignation from  the  latter  in  1768.  In  1750  he 
unwillingly  became  involved  in  a  rivalry  with 
Arne,  whom  Boyce  had  replaced  at  Drury 
Lane  following  a  dispute  between  David 
Garrick  and  the  Arne  family  :  Covent  Garden 
and  Drury  Lane  each  mounted  a  production 
of  Romeo  and  Juliet,  with  airs  by  Arne  and 
Boyce  respectively. 

When  Greene  died  in  1755,  Boyce  inherited 
his  library  and  monumental  manuscript  col- 
lection of  English  church  music  -  pre- 
dominantly that  of  the  Restoration  -  which 
Greene  had  been  preparing  for  publication; 
in  his  last  two  decades,  Boyce  completed 
Greene's  anthology  and  published  it  in  three 
volumes,  entitled  Cathedral  Music,  being  a 
Collection  in  Score  of  the  Most  Valuable  and 
Useful  Compositions  for  That  Service,  by 
Several  English  Masters  of  the  Last  200  Years 
(1760,  1768,  1773). 

Boyce  quit  the  theatre  in  1760,  the  year 
in  which  his  Eight  Symphony's  were  finally- 
published.  Some  had  been  composed  as  early 
as  the  late  1730s  (as  overtures  to  court  odes; 
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others  were  opera  overtures);  he  published  his 
only  collection  of  trio  sonatas  in  1747.  At  his 
death  he  was  succeeded  as  Master  of  the 
King's  Musick  by  John  Stanley  and  his  library 
and  instruments  were  auctioned  by  Christie 
and  Ansell.  The  combined  choirs  of  St  Paul's 
Cathedral,  Westminster  Abbey  and  the 
Chapel  Royal  sang  at  his  funeral. 

Brade,  William.  See  Northern  Europe  7 
Itinerant  Musicians. 

Bressan,  Peter  {ft  1685-1731).  Maker  (poss- 
ibly of  French  origin)  of  fine  recorders  and 
flutes,  and  music  publisher  (171 8-24).  Bressan 
was  a  friend  of  the  French-born  recorder 
player  and  oboist  James  Paisible,  and  with 
Thomas  Stanesby  the  elder,  a  founder  of  the 
English  school  of  recorder  making. 

Britton,  Thomas  (1644-1714).  London  small 
coal  dealer  and  musical  amateur  who  organ- 
ized well-attended  music  meetings  in  his 
modest  Clerkenwell  home  (above  the  shop) 
where  a  broad  spectrum  of  chamber  music  was 
performed  by  both  amateurs  and  professionals 
such  as  Handel,  Pepusch  and  Matthew 
Dubourg.  Originally  from  Northamptonshire, 
Britton  developed  a  keen  interest  in  music 
which  ultimately  brought  him  into  contact 
with  Sir  Roger  L'Estrange  (a  fellow  viol 
player),  the  Duchess  of  Quecnsbcrry  (who 
often  attended  his  Thursday  evening  concerts 
with  a  contingent  of  aristocratic  music-lovers) 
and  the  Earls  of  Oxford,  Pembroke  and  Sun- 
derland (serious  book  collectors  like  himself). 
In  addition  to  books  on  music,  parts  and  scores 
of  vocal  and  instrumental  music,  his  library 
contained  many  volumes  on  chemistry  and 
astrology;  he  also  owned  a  number  of  musical 
instruments.  His  death  was  the  unfortunate 
result  of  a  practical  joke. 

Bull,  John  (?  1 562/3-1 628).  Composer,  key- 
board virtuoso  and  organ  builder  who  in  161 3 
escaped  prosecution  for  adulter}'  by  fleeing 
England  for  the  South  Netherlands.  His 
unfortunate  lack  of  self-discipline  resulted  in 
chronic  financial  difficulties  and  disrepute. 
When  Bull  was  charged  with  adultery,  the 
Archbishop  of  Canterbury  wrote:  'The  man 
hath  more  music  than  honesty  and  is  as  famous 
for  marring  of  virginity  as  he  is  for  fingering 
organs  and  virginals.'  At  that  time  Bull  had 
been  a  Gentleman  of  the  Chapel  Royal  for  two 
decades  -  serving  Queen  Elizabeth  at  festivals 
and  state  receptions  and  building  her  an  organ. 
His  skill  as  a  performer  and  composer  had 
been  acknowledged  by  the  inclusion  of  several 
of  his  works  (pavans  and  galliards  and  a 
famous  set  of  variations  on  'Walsingham')  in 
the  first  collection  of  virginal  music  to  be 


printed,  Parthenia,  or  the  Maydenhead,  hon- 
ouring the  Princess  Elizabeth  and  the  Elector 
Palatine  on  their  wedding  early  in  161 3,  for 
which  he  also  composed  the  wedding  anthem. 

In  1586  Bull  was  granted  the  BMus  at 
Oxford  and  1592  the  DMus;  his  portrait  still 
adorns  the  library  of  the  Oxford  Faculty  of 
Music.  From  1597  he  held  the  first  Public- 
Readership  in  music  at  Gresham  College, 
London,  a  post  he  was  forced  to  relinquish  on 
his  marriage  in  1607.  Deprived  of  a  comfort- 
able income,  he  concentrated  on  organ  build- 
ing to  support  his  family.  When  he  abruptly 
departed  England  he  left  behind  all  his  music  - 
mainly  anthems  and  keyboard  works;  some 
were  passed  off  as  the  work  of  others,  the 
rest  are  now  lost.  Among  the  music  that  has 
survived  in  England  is  a  veritable  com- 
pendium of  canons  (including  a  circular 
double  puzzle  canon  in  six  parts). 

He  made  his  way  to  Brussels  where  he 
became  an  organist  in  the  household  of  Arch- 
duke Albert.  Outraged  by  the  whole  affair, 
James  I,  determined  that  Bull  should  undergo 
punishment  for  the  suffering  and  incon- 
venience he  had  caused,  directed  the  English 
envoy  in  Brussels  to  inform  the  archduke  of 
Bull's  background.  The  archduke  duly  dis- 
missed him  in  August  1614  but  quietly  sub- 
sidized him  until  1618.  In  the  meantime,  Bull 
petitioned  the  Mayor  of  Antwerp  for  a  post  as 
organ  pensioner,  claiming  that  he  was  Catholic 
and  the  victim  of  religious  persecution,  and  in 
161 5  was  given  a  post  as  organist  at  Antwerp 
Cathedral.  During  this  period  he  composed 
plainsong  verses  for  Roman  services  and  organ 
fantasias  (one,  from  1621,  based  on  a  theme 
by  Sweelinck). 
Burney,  Charles  (1726- 18 14).  Distinguished 
writer  on  music,  well  connected  in  society 
(owing  to  his  culture  and  impeccable  manners) 
and  at  court,  who  made  many  important 
friends  -  Padre  Martini,  Metastasio,  J.  A. 
Hasse,  Gluck,  C.  P.  E.  Bach  and  Haydn  - 
among  Continental  musicians  in  the  course 
of  his  travels.  Burney  was  a  remarkable  man 
whose  life  took  particular  and  exceptional 
turns.  From  provincial  beginnings  in  Chester 
and  Shrewsbury  he  came  to  the  attention  of 
Arne  in  1744  and  was  installed  in  London  as 
his  apprentice;  through  Arne  he  met  Handel, 
for  whom  Burney  played  the  violin  and  viola 
in  his  orchestra  and  at  his  home.  Wrhen,  in 
1746,  he  was  taken  into  service  by  the  wealthy 
and  aristocratic  Fulke  Greville  his  future 
seemed  bright,  but  after  he  married  he  retired 
to  Norfolk  as  an  organist  and  teacher  during 
the  1 750s.  Returning  to  London  in  1760  he 
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supported  his  family  as  a  teacher,  though  he 
had  no  university  education.  After  a  sojourn 
in  Paris  with  his  daughters  he  translated  Rous- 
seau's popular  Le  devin  du  village  (1753)  as 
The  Cunning  Man  which  Garrick  presented  at 
Drury  Lane.  In  1767  he  was  marked  out  for 
respect  by  his  appointment  as  'Extra  Musi- 
cian' in  the  King's  Band;  two  years  later  he 
took  the  Oxford  DMus.  On  Sunday  evenings, 
his  home  in  St  Martin's  Street  (once  the  home 
of  Sir  Isaac  Newton  and  replete  with  rooftop 
observatory  that  Burney  himself  put  to  good 
use  as  an  amateur  astronomer)  was  the  scene 
of  much  music-making  by  singers  and  players 
from  all  over  Europe.  His  friend  Joshua  Reyn- 
olds painted  his  portrait  (National  Portrait 
Gallery). 

In  order  to  realize  a  long-held  ambition  to 
write  a  history  of  music  Burney  embarked  on 
the  first  of  two  research  trips  around  Europe 
in  1770.  The  immediate  result  was  two  musical 
travelogues  -  The  Present  State  of  Music  in 
France  and  Italy  (1771)  and  The  Present  State 
of  Music  in  Germany,  the  Netherlands  and  the 
United  Provinces  (1773)  -  which  remain 
invaluable  sources  to  scholars  of  18th-century 
music.  The  History  of  Music  took  twenty  years 
to  write  (the  first  volume  appeared  in  1776, 
the  same  year  in  which  John  Hawkins's  five- 
volume  history  of  music  appeared)  and  is  the 
product  of  a  cosmopolitan,  if  not  antiquarian, 
point  of  view.  His  view  of  music  history  was 
progressive  rather  than  retrospective,  and 
privately  he  was  highly  critical  of  Hawkins's 
History.  A  fine  writer  and  stylist,  he  is  the 
most  frequently  quoted  writer  on  music  of  the 
1 8th  century  in  spite  of  his  limitations.  In 
1784  he  was  involved  in  the  organization  of 
the  mammoth  Handel  Commemoration  at 
Westminster  Abbey  and  the  Pantheon;  to 
accompany  his  account  of  the  celebrations 
Burney  wrote  an  important  biography  of 
Handel. 

Butler,  Henry.  See  Iberian  peninsula  and 
colonies  /  Spain. 

Byrd,  William  (1 543-1623).  Influential  Cath- 
olic organist  and  composer,  a  brilliant  contra- 
puntist, skilled  in  the  polyphonic  style  of  the 
Netherlands,  who  wrote  music  for  both 
Anglican  and  Catholic  worship.  Byrd  was  a 
Gentleman  of  the  Chapel  Royal  from  1570 
and  well  connected  with  the  Catholic  aris- 
tocracy who  helped  him  during  the  1580s 
when  Catholics  were  being  persecuted.  He 
became  involved  in  music  printing  and  the 
marketing  of  part-music,  secured  a  royal 
patent  and,  working  with  the  printer  Thomas 
East,  played  a  part  in  the  flowering  of  English 
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music  printing  in  the  last  years  of  the  century. 
He  was  without  question  the  finest  and  most 
profound  English  composer  of  his  time. 

For  the  Chapel  Royal  he  composed  services 
(notably  the  extraordinary  Great  Service),  and 
verse  anthems  such  as  Rejoice  unto  the  Lord 
(1586),  which  went  on  being  performed  during 
the  17th  century  .  For  his  Catholic  patrons  he 
composed  Latin  motets,  three  fine  Masses 
(one  each  in  three,  four  and  five  voices)  and 
other  liturgical  music  which  he  published  in 
two  practically  arranged  volumes  {Gradualia, 
1605-7),  though  in  1605  at  least  one  person 
was  arrested  for  possessing  a  copy  after  the 
Gunpowder  Plot.  He  is  credited  with 
popularizing  the  v  irginal  and  some  of  his  key- 
board music  -  short  preludes,  pavans  and  gal- 
Hards  -  was  published  in  Parthenia  (16 13);  he 
also  produced  grounds,  fantasias  and  sets  of 
variations.  He  published  two  collections  of 
English  psalms,  sonnets  and  songs  (1588, 
161 1 )  for  three  to  five  voices  and  contributed 
four  sacred  songs  to  Leighton's  Tears  or 
Lament acions  of  a  Sorrowful  Soule  (1614);  his 
consort  songs  greatly  influenced  Coprario  and 
the  younger  Ferrabosco.  His  pupil  Thomas 
Morley  summarized  his  teaching  in  A  Platne 
and  Easie  Introduction  to  Practical!  Musicke 
0597)- 

Caffarelli.  See  Italy  10  Itinerant  Musicians. 
Cambert,  Robert.  See  France  /  Paris  and 
Versailles. 

Campion,  Thomas  (1 567-1 620).  Renaiss- 
ance man  who  was  at  once  a  poet  and  composer 
of  lute  songs,  and  a  physician.  As  a  young 
man,  Campion  spent  time  at  Peterhouse, 
Cambridge,  and  at  Gray's  Inn,  London,  where 
he  forged  links  that  later  brought  him  royal 
patronage.  He  published  collections  of  poems 
and  ayres  -  the  first,  intended  to  be  accom- 
panied by  lute,  orpharion  (an  instrument  first 
referred  to  in  a  poem  of  1590  by  Michael 
Drayton)  and  bass  viol,  appeared  in  Philip 
Rosseter's  A  Book  of  Ayres  in  1601  -  as  well 
as  two  treatises,  Observations  in  the  Art  of 
English  Poesie  (1602)  and  A  New  Way  of 
Making  Fowre  Parts  in  Counter-point,  by  a 
most  Familiar  and  Infallible  Rule  (c  1613).  The 
quality  of  his  verse  surpassed  that  of  his  music 
and  it  was  set  by  other  composers  for  the 
masques  and  other  royal  entertainments  pre- 
sented before  James  I.  With  an  eye  to  sales, 
he  published  pairs  of  books  of  ayres  about 
161 3  and  1 617  in  partbooks,  though  he  clearly 
intended  them  as  solo  lute  songs. 

Carestini,  Giovanni.  See  Italy  10  Itinerant 
Musicians. 

Carey,  Henry  (c  1680-1743).  Dramatist  of 
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considerable  flair  who  fancied  himself  a  com- 
poser (having  studied  composition  with  Fran- 
cesco Geminiani  and  Thomas  Roseingravc); 
he  produced  librettos  for  musical  burlesques 
after  unsuccessful  attempts  to  write  for  opera. 
Chrononhotonthologos  (1734),  which  satirized 
Italian  opera,  was  composed  under  the 
pseudonym  of  Benjamin  Bounce.  The  infa- 
mous The  Dragon  of  Want  ley  (set  in  1737  by 
J.  F.  Lampe)  was  particularly  offensive  to 
Farinelli  (castratos  were  an  especial  target  of 
Carey)  and  Handel.  His  own  musical  pre- 
tensions arose  out  of  a  gift  for  composing 
ballad-like  tunes  to  his  own  lyrics;  he  con- 
tributed such  songs  to  pantomimes,  dialogue 
and  ballad  operas,  and  published  three  bur- 
lesque cantatas  in  1740  under  an  Italian 
pseudonym,  Sig*  Carini.  In  debt  and  pressed 
by  family  obligations,  Carey  hanged  himself. 

Castrucci.  Italian  violinists,  resident  in 
London.  Pietro  Castrucci  (1 679-1 752)  was 
one  of  many  violinists,  including  Francesco 
Geminiani,  who  had  been  pupils  of  Corelli. 
In  London  by  17 15,  he  was  for  more  than  22 
years  the  leader  of  Handel's  opera  orchestra, 
in  which  his  brother  Prospero  (d  1760)  also 
played.  Pietro  was  much  acclaimed  as  a  vir- 
tuoso and  often  performed  solos  in  the  theatre. 
Together,  the  Castruccis  promoted  the  brief 
vogue  of  the  violetta  (the  'English  violet'  had 
sympathetic  strings  and  was  a  type  of  viola 
d'amore);  Handel  incorporated  obbligato 
parts  for  two  'violette  marine  per  gli  Signori 
Castrucci'  in  his  opera  Orlando  (1733)  and  for 
one  in  Sosarme  (1732),  Ezio  (1732)  and  the 
oratorio  Deborah  (1733).  Pietro  published 
several  collections  of  sonatas  and  one  of  con- 
certos; Prospero  -  thought  to  be  immortalized 
by  Hogarth  as  'The  Enraged  Musician'  pub- 
lished one  collection  of  six  sonatas.  By  1750 
Pietro  was  in  Dublin  where,  in  impoverished 
circumstances,  he  gave  his  last  concert  a  week 
before  his  death. 

Cervetto,  Giacobbe  Basevi  (^1682-1783). 
Italian  cellist  and  composer  of  Jewish  descent 
who,  from  about  1738,  made  England  his 
home.  Cervetto  was  active  as  a  chamber  music 
player  in  London  subscription  concerts  at 
Hickford's  Rooms  and  the  Great  Rooms  in 
Dean  Street  where  -  along  with  his  fellow 
Italians  Andrea  Caporale  and  Salvatore  Lan- 
zetti  -  he  helped  to  popularize  the  cello.  He 
was  also  a  lively  member  of  the  Drury  Lane 
Theatre  orchestra.  Cervetto  published  duos, 
trios  and  solos  for  cello,  fluently  written 
though  not  technically  demanding. 

Child,  William  (1 606/7-1 697).  Child  was  an 
organist  who  travelled  traditional  professional 


routes:  royal  service  at  St  George's  Chapel, 
Windsor  (1630)  and  the  Chapel  Royal  (by 
1666),  and  Oxford  degrees  (BMus  1631, 
DMus  1663).  He  composed  a  collection  of 
psalm  settings  (1639)  popular  during  the  inter- 
regnum. He  played  at  the  coronations  of 
Charles  II,  James  II,  and  William  and  Mary, 
and  was  known  to  Pepys.  Purcell  and  Blow 
arranged  some  of  his  music,  which  included 
anthems,  services,  a  Te  Deum  and  a  Jubilate. 
Cibber  (nee  Arne),  Susanna  Maria  (1714- 
66).  Tragic  actress  associated  with  Drury  Lane 
Theatre,  and  singer  who  sang  in  the  first  per- 
formance of  Handel's  Messiah  in  Dublin.  She 
was  the  sister  and  protegee  of  Thomas  Arne, 
and  made  her  debut  as  a  singer  at  the  Little 
Theatre  in  the  Haymarket  in  a  venture  backed 
by  her  father,  which  included  a  production 
of  J.  F.  Lampe's  Amelia  (1732)  and,  in  the 
following  seasons,  those  of  her  brother's  Rosa- 
mond and  Dido  and  Aeneas.  In  1743  the  family 
became  associated  with  Drury  Lane  Theatre 
where  she  met  her  husband,  Theophilus 
Cibber  -  son  of  the  celebrated  Colley  Cibber, 
who  was  responsible  for  training  her  as  an 
actress.  She  undertook  Shakespearean  roles 
and  appeared  as  Polly  in  The  Beggar's  Opera. 
By  eloping  with  a  country  gentleman  (John 
Sloper,  with  whom  she  remained  for  the  rest 
of  her  life)  she  brought  scandal  to  the  family 
and  a  temporary  hiatus  to  her  career.  She  was 
next  heard  in  Dublin  during  the  1741  season, 
after  which  she  was  joined  by  her  brother  and 
his  wife,  the  soprano  Cecilia  Arne,  with  whom 
she  performed  in  concerts  of  Handel  duets  as 
well  as  Messiah.  Autumn  1742  found  her  back 
in  London  where  she  took  up  her  place  at 
Drury  Lane  Theatre  and  sang  in  further  per- 
formances of  Handel  oratorios  at  the  King's 
Theatre,  including  the  London  premiere  of 
Messiah  (23  March  1743).  See  also  British 

ISLES  /  London,  Arne,  Thomas. 
Clarke,  Jeremiah  (61674-1707).  Versatile 
composer  and  organist,  remembered  today  as 
the  composer  of  'Purccll's  Trumpet  Volun- 
tary'. Clarke  made  his  way  through  the  tra- 
ditional ranks,  first  as  a  chorister  of  the  Chapel 
Royal  (during  which  time  he  performed  at  the 
coronation  of  James  II  in  1685),  then  as  an 
organist  of  Winchester  College  and  later  St 
Paul's  Cathedral;  in  1700  he  and  Croft  were 
made  Gentlemen  Extraordinary  and,  four 
years  later,  organists  of  the  Chapel  Royal.  In 
January  1704  Clarke  had  succeeded  Blow  as 
Almoner  and  Master  of  the  Choristers  at  St 
Paul's.  In  addition  to  anthems  (including  one 
for  Queen  Anne's  coronation  in  1702),  Clarke 
composed  odes,  songs,  theatre  music  and 
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harpsichord  pieces.  An  unhappy  love  affair 
ended  with  his  suicide  by  shooting. 

Clayton,  Thomas  (1673- 1725).  Ironic  figure 
in  English  music:  a  violinist  and  composer 
(the  son  of  William  Clayton,  a  member  of  the 
24  Violins)  who  adversely  affected  the  course 
of  English  theatre  music  by  introducing 
Italian  opera  at  a  critical  moment.  In  1705 
Clayton  cobbled  together  a  production  of 
Arsinoe,  Queen  of  Cypress,  an  Italian  pasticcio 
with  badly  translated  English  verses,  per- 
formed by  an  English  cast  at  Drury  Lane. 
In  spite  of  its  feebleness,  it  became  the  first 
dramatic  work  without  spoken  dialogue  to 
succeed  in  London.  The  disastrous  failure  of 
his  setting  of  Addison's  English  opera  Rosa- 
mond two  years  later  discouraged  backers  from 
staging  other  English  operas  (planned 
rehearsals  of  John  Eccles's  setting  of  Con- 
greve's  Semele  at  the  new  Haymarket  theatre 
were  immediately  abandoned).  Shocked  by 
this  turn  of  events,  Clayton  turned  to  chamber 
music,  briefly  acting  as  proprietor  of  the 
concert  room  in  the  York  Buildings  in  171 1. 

Coleman,  Charles  (^1605-1664).  Singer, 
viol  player  and  composer.  He  was  a  member 
of  the  household  of  the  young  Charles  II,  sang 
and  played  in  Shirley's  masque  The  Triumph 
of  Peace  (1634),  and  was  granted  the  Cam- 
bridge MusD  in  1 651;  along  with  others  he 
provided  music  for  Davenant's  The  Siege  of 
Rhodes  (perf.  1656)  and  at  the  Restoration 
regained  a  place  at  court  as  a  vocal  composer 
for  the  King's  Private  Musick. 

Congreve,  William  (1670-1729).  The 
greatest  English  dramatist  of  his  day  who,  with 
Sir  John  Vanbrugh,  designed  and  built  the 
Haymarket  theatre  in  London:  there  Congreve 
hoped  to  revitalize  spoken  drama,  which  had 
declined  during  the  Commonwealth  and 
thereafter.  During  the  1690s  Congreve  wrote 
five  important  comedies  of  manners.  In 
1700-01  his  masque  The  Judgment  of  Paris 
became  the  subject  of  a  musical  competition 
which,  though  Weldon  took  the  first  prize, 
should  by  all  accounts  have  been  won  by  the 
second  prize-winner,  John  Eccles.  That  Con- 
greve concurred  is  clear  from  his  collaboration 
with  Eccles  later  in  1701  on  A  Hymn  to 
Harmony  for  St  Cecilia's  Day.  Their  last  joint 
effort  was  an  opera  in  English,  Semele,  which 
was  never  performed  because  of  the  failure  of 
Clayton's  Rosamond  in  1 707,  but  the  text  was 
memorably  used  by  I  landel  for  his  setting  of 

1744- 

Cooke,  Henry  (4-1615-1672).  Bass,  influential 
Master  of  the  Children  of  the  Chapel  Royal 
and  slender  composer  of  anthems.  Through- 
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out  his  career  Cooke  championed  the  Italian 
style  of  singing.  His  own  singing,  replete  with 
trills  and  gruppi,  provoked  the  praise  of  John 
Evelyn  (1654)  and  John  Playford  in  the  1664 
edition  of  A  Brief  Introduction  to  the  Skill  of 
Musick.  Pepys,  on  the  other  hand,  sometimes 
found  himself  ill-at-ease  with  Cooke's  impro- 
visations. 

In  1652,  as  a  chorister  in  Charles  I's  chapel, 
Cooke  scratched  his  name  on  a  pane  of  glass 
in  Westminster  Abbey.  He  served  the  royalist 
forces  during  the  Civil  War  and  afterwards 
sang  in  the  King's  Private  Musick.  In  1656  he 
collaborated  with  Davenant  and  later  took  a 
role  in  The  Siege  of  Rhodes.  From  1660  he 
trained  the  Children  of  the  Chapel  Royal  - 
among  them  Pelham  Humfrey,  John  Blow, 
Michael  Wise,  William  Turner,  Robert 
Smith  and  Thomas  Tudway  -  who  went  on 
to  incorporate  the  Italian  vocal  style  into  their 
music  with  more  success  than  Cooke.  In  1670 
he  became  a  marshal  of  the  City  of  London 
Corporation  of  Music. 

Coprario  [Coperario,  Cooper],  John  [Gio- 
vanni] (1570/80-1626).  Cosmopolitan  viol 
player,  composer  of  fantasias  and  fantasia- 
suites,  teacher  and  author  of  Rules  how  to 
Compose  (before  161 7).  John  Cooper  may  have 
italianized  his  name  after  a  sojourn  on  the 
Continent  in  the  retinue  of  Sir  Robert  Cecil 
(then  Secretary  of  State)  in  1603.  While  in  the 
service  of  the  Earl  of  Hertford  {d  1621)  he 
was  given  permission  to  travel  abroad  and  the 
following  year  was  in  Germany;  as  the  earl's 
music  master  he  was  charged  with  the  edu- 
cation of  William  Lawes  and  the  Prince  of 
Wales,  with  whom  he  must  have  played  his 
own  fantasias  at  the  earl's  W  iltshire  estate. 

A  royal  connection  made,  he  composed 
Songs  of  Mourning:  Bewailing  the  untimely 
death  of  Prince  Henry  and  The  Lords  Maske 
(honouring  Princess  Elizabeth  on  her  marriage 
to  the  Elector  Palatine)  in  161 3,  both  to  texts 
by  Thomas  Campion.  W  ith  the  earl's  death, 
Coprario  became  part  of  the  Prince  of  Wrales's 
household  and  at  the  accession  became  a  Com- 
poser-in-Ordinary.  It  was  for  Charles  I  (when 
Prince  of  Wales)  that  Coprario  composed  his 
fantasias  for  two  bass  viols  and  organ  and 
fantasia-suites  for  one  or  two  violins,  bass  viol 
and  organ,  which  were  to  remain  popular  until 
the  Restoration. 

Corbetta,  Francesco.  See  Italy  10  Itinerant 
Musicians. 

Cosyn,  Benjamin  (ri570-after  1652).  Vir- 
tuoso keyboard  player  and  composer  who 
compiled  two  important  manuscript  col- 
lections of  keyboard  music  (one  of  which  is 
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known  as  the  Cosyn  Virginal  Book  and  con- 
tains 90  pieces  by  Cosyn,  Bull,  Gibbons,  Tallis 
and  Byrd).  His  own  music  -  elaborate  and 
notoriously  difficult  to  play  -  was  very  much 
influenced  by  that  of  Bull.  He  was  organist  at 
Dulwich  College,  1622-24  an^  tnen  31  Char- 
terhouse, 1627-43. 

Croft  [Crofts],  William  (1678- 1727).  Chapel 
Royal  musician  who  in  1708  succeeded  Blow 
as  organist  of  Westminster  Abbey.  William 
Croft  pursued  his  musical  career  very  much 
in  Handel's  shadow.  A  protege  of  Blow,  he 
easily  gained  a  foothold  in  the  Chapel  Royal, 
sharing  at  first  two  posts  with  Jeremiah  Clarke 
which  reverted  to  him  in  1707  on  Clarke's 
death.  To  these  posts,  Croft  added  composer 
and  Master  of  the  Children,  and  organist  of 
Westminster  Abbey  when  Blow  died  the  fol- 
lowing year.  Croft  is  remembered  for  his  ser- 
vices, which  include  an  important  Te  Deum  in 
D,  and  verse  anthems  (in  which  the  organ 
features  prominently)  collected  in  a  two- 
volume  engraved  edition  entitled  Musica  sacra 
(1724).  He  also  wrote  violin  sonatas  in  the 
Italian  style  (1700)  and  theatre  airs. 

Cross,  Thomas  (?  1660/65-?  1732/5).  Music 
engraver  and  businessman  who  ran  a  suc- 
cessful music  shop  in  London,  1692-1720. 
Cross  gained  a  monopoly  on  copper  (later 
pewter)  engraving  at  the  close  of  the  17th 
century  so  that,  in  addition  to  printing,  pub- 
lishing and  selling  his  own  editions,  he  was 
also  engraving  for  other  publishers,  including 
Cullen,  Meares  and  Wright.  He  learnt  his  craft 
from  his  father,  another  Thomas  Cross,  and 
his  services  were  sought  by  Purcell,  John 
Ecclcs  and  Handel  among  others.  Cross  was 
the  first  to  sell  songs  printed  on  single  sheets 
rather  than  in  collections;  in  the  trade,  his 
greatest  rival  was  John  Walsh  (who  printed 
from  punches). 

Crownc,  John  (41640-1712).  Tory  play- 
wright who  was  commissioned  by  the  Earl  of 
Rochester  to  write  the  court  masque  Calisto 
(music  by  Nicholas  Staggins)  for  a  per- 
formance at  Whitehall  in  1675.  Purcell  con- 
tributed single  songs  to  Crownc's  Regulus 
(1692)  and  The  Married  Beau  (1694). 

Cuzzoni,  Francesca.  See  Italy  jo  Itinerant 
Musicians. 

DalPAbaco,  Joseph-Marie-Clcment.  See 

Central  europf.  /  South  Germany:  Munich. 
Dallam.  Catholic  family  of  17th-century  organ 
builders.  As  a  Lancashire  youth,  Thomas 
Dallam  (t  1570-aftcr  1640)  was  apprenticed  to 
a  member  of  the  Blacksmiths'  Company  in 
London,  eventually  becoming  a  liveryman.  In 
1599  he  was  sent  to  Constantinople  to  deliver 


a  mechanical  organ-and-clock  to  the  Sultan; 
when  he  returned,  he  began  accepting  com- 
missions to  build  organs:  King's  College, 
Cambridge,  Worcester  Cathedral  (where  the 
organist  Thomas  Tomkins  designed  the 
organ,  16 13),  Eton  College  and  Holyrood 
Castle,  Edinburgh  (Inigo  Jones  designed  the 
case). 

His  son  Robert  (1602-65)  followed  in  his 
father's  footsteps  and  by  1627  had  completed 
the  organ  at  Durham  Cathedral;  he  went  on 
to  build  those  at  York  Minster,  St  John's 
College,  Cambridge,  and  Lichfield  Cathedral 
before  settling  in  Brittany  with  his  family  for 
the  duration  of  the  Commonwealth.  His 
brother  Ralph  (d  1673)  later  built  the  organ  at 
St  George's  Chapel,  Windsor.  Their  sister 
Katherine  married  the  organ  builder  Thomas 
I  larris. 

Davcnant,  Sir  William  (1606-68).  Play- 
wright and  theatre  manager.  Before  the  Civil 
War  Davcnant  was  in  the  service  of  Charles  I's 
queen,  for  whom  he  wrote  five  masques, 
staged  at  Whitehall  and  the  Middle  Temple. 
The  fifth,  The  Triumphs  of  the  Prince  d Amour 
(1636),  was  entirely  set  to  music  by  the  Lawes 
brothers.  In  1638  he  was  made  poet  laureate 
and  soon  after  acquired  the  royal  patent 
necessary  to  build  a  new  theatre.  In  1646  he 
fled  to  France,  though  in  due  course  he  was 
apprehended  by  Commonwealth  forces  and 
imprisoned  in  the  Tower  ( 1 650-54).  To  regain 
his  fortune  he  set  about  organizing  theatrical 
entertainments  and  by  autumn  1656  had 
written  an  'opera',  The  Siege  of  Rhodes;  it 
was  cast  mainly  in  recitative  with  choruses 
concluding  each  of  five  entrees.  The  vocal 
music  was  provided  by  Henry  Lawes,  Henry 
Cooke  and  Matthew  Locke,  the  instrumental 
by  Charles  Coleman  and  George  Hudson; 
none  survives.  Later  he  produced  The  Siege 
of  Rhodes  as  a  spoken  play. 

Dc  Fesch,  Willcm.  See  Low  countries  / 
United  Provinces. 

Dcring,  Richard  (n  580- 1630).  Organist  and 
composer  who  converted  to  Catholicism  while 
studying  in  Italy  (from  161 2).  Dering  was 
educated  at  Christ  Church,  Oxford,  before 
going  abroad.  After  his  stay  in  Venice  and 
Rome,  he  took  up  a  post  in  Brussels  as  organist 
of  a  convent  of  English  nuns  (1617-20).  He 
returned  to  England  in  1625  where  he  became 
a  court  musician  to  Charles  I  and  Queen  I  Ien- 
rietta  Maria.  He  composed  in  both  English 
and  Italian  idioms:  the  former  comprised 
unpublished  Anglican  church  music,  viol  fan- 
asias  and  dances,  as  well  as  madrigals  and 
uodlibcts  such  as  City  Cries  and  Country 
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Cries  (published  posthumously)  for  voices  and 
viols;  the  latter  comprised  Catholic  church 
music  -  especially  motets  -  canzonette  and 
continue  madrigals,  almost  all  of  which  were 
published. 

Diessener,  Gerhard  (fl  c  1660-84).  German 
musician  resident  in  England  by  1673.  Diess- 
ener held  a  post  in  the  French  orchestra  of 
the  FCassel  Hofkapelle  (1660)  and  composed 
French-style  sonatas  and  orchestral  suites.  In 
London,  he  taught  and  composed  music  to  be 
performed  by  his  pupils  in  the  private  concerts 
he  held  at  his  home  in  Great  Russell  Street. 
In  1682  he  published  a  collection  of  suites 
with  French  and  English  titles  known  as 
Instrumental  Ayrs. 

Dieupart,  Charles  [? Francois]  (?after  1667- 
^1740).  French  violinist  and  harpsichordist, 
composer  of  instrumental  music  for  the 
London  stage.  Dieupart  flourished  in  London 
during  the  first  decade  of  the  18th  century, 
composing  songs  and  keyboard  works  (now 
available  in  a  collected  edition),  in  addition 
to  music  for  Drury  Lane  Theatre.  His  1701 
Amsterdam  edition  of  suites  was  published  in 
two  versions  -  one  for  harpsichord,  the  other 
for  flute  or  violin  and  continuo  -  and  is  the 
first  example  of  French  suites  with  a  fixed 
number  and  order  of  movements. 

Dowland,  John  (1563- 1626).  Gifted  lutenist 
and  composer,  seemingly  more  successful 
during  his  lifetime  abroad  than  at  home.  Dow- 
land's  career  was  richly  varied  though  not 
without  its  frustrating  moments.  As  a  lutenist 
he  was  skilled  at  improvisation  and  blindly 
ambitious.  When  a  young  man  he  travelled  to 
Paris  in  the  service  of  the  English  ambassador; 
while  there  he  was  converted  to  Catholicism, 
which  appears  to  have  adversely  affected  his 
career  at  the  English  court.  At  the  age  of  25 
he  took  the  BiMus  at  Oxford,  where  later  (in 
1622)  he  became  Dr  Dowland.  During  the 
1 590s  he  was  unsuccessful  in  obtaining  a  post 
as  one  of  Queen  Elizabeth's  lutenists,  so  he 
left  England  for  the  Continent,  pausing  at 
Nuremberg  and  Kassel  before  travelling  to 
Italy. 

His  mission  in  Italy  was  to  meet  Marenzio, 
but  in  Florence  he  became  involved  in  a  circle 
of  exiled  English  Catholics  who,  in  1595,  were 
plotting  the  death  of  Elizabeth;  appalled,  he 
hastened  to  Nuremberg  from  where  he  was 
able  to  foil  the  plot.  On  a  trip  to  Kassel  he 
received  a  letter  from  his  mentor  and  a  favour- 
ite of  the  Queen,  Henry  Noel,  urging  him  to 
return.  By  the  time  he  arrived  in  England, 
Noel  had  died  and  the  prospect  of  a  court  post 
slipped  away. 
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While  at  home  he  published  The  First  Booke 
of  Songs  or  Ayres  (1597)  which  was  reprinted 
several  times.  After  declining  a  post  in  Kassel, 
he  took  up  an  invitation  at  the  Danish  court 
in  1 598  where  he  remained  -  except  for  a  visit 
to  England  during  1604  -  until  1606.  During 
that  time  he  published  his  second  and  third 
books  of  songs  (1600,  1603)  and  his  inspired 
series  of  seven  ensemble  pavans,  the  Lach- 
rimae  or  Seaven  Teares  (1604).  Pervading  all 
his  most  inspired  works  are  the  tragic  themes 
of  tears,  sin,  darkness  and  death.  His  most 
famous  song  is  the  deeply  expressive  In  dark- 
ness let  me  dwell  (16 10). 

He  returned  to  London  penniless,  but 
found  work  in  the  service  of  the  courtier  Lord 
Walden  (1609-12);  in  1609  he  published  a 
translation  of  Andreas  Ornithoparcus  his  Mic- 
rologus.  His  failure  to  gain  royal  acknowledg- 
ment, despite  his  obvious  success  abroad  and 
in  print,  made  him  irritable  and  discontented, 
judging  from  the  preface  to  A  Pilgrimes  Solace 
(161 2)  and  his  contretemps  with  the  amateur 
violist  Tobias  Hume.  However,  in  161 2  the 
appointment  as  one  of  the  king's  lutes  finally 
came.  Thereafter  he  composed  very  little;  he 
was  last  heard  at  the  funeral  of  James  I  (1625). 
Dowland  was  succeeded  at  court  by  his  son 
Robert  (4:1591—1641)  who  had  earlier  (in  1610) 
edited  two  important  anthologies  of  music  by 
English  and  European  composers:  A  Musical! 
Banquet  and  Varietie  of  Lute-lessons. 

Draghi,  Giovanni  Battista  (c  1640- 1708). 
Italian  keyboard  virtuoso  and  composer  in  the 
service  of  the  kings  of  England  during  the  last 
quarter  of  the  17th  century.  Although  Draghi 
was  brought  to  England  by  Charles  II  in  the 
hope  of  establishing  a  native  opera,  his 
appointments  were  in  fact  first  as  chapel 
organist  to  the  queen  (1673)  and  later  to  James 
II  (1687),  who  also  made  him  music  master 
to  the  royal  princesses.  Nevertheless,  he  did 
compose  theatre  music  for  Shadwell's  adap- 
tations of  The  Tempest  (1674)  ana<  Psyche 
(1675)  -  airs  and  incidental  instrumental 
pieces  in  the  Italian  style  -  at  a  time  when 
French  music  was  still  very  much  in  vogue. 
Purcell,  for  one,  was  much  influenced  by  him. 
Shortly  before  his  death,  Draghi  published 
Six  Select  Sutes  of  Leszons  for  the  Harpsichord. 

Dryden,  John  (1 631 -1700).  Poet  laureate  and 
Historiographer  Royal  from  1668  to  1685 
whose  career  was  much  affected  by  political 
events  and  his  conversion  to  Catholicism 
(1685).  Dryden  was  above  all  a  dramatist,  con- 
cerned with  the  literary  problems  of  musical 
drama;  taking  his  inspiration  from  con- 
temporary Italian  librettos,  Dryden  strove  to 
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bend  the  sounds  and  rhythms  of  English 
words  to  musical  exigencies.  His  success  is 
best  demonstrated  in  his  play  King  Arthur  (set 
by  Purcell  in  1691)  and  his  court  odes  (set  by 
G.  B.  Draghi,  John  Blow,  Jeremiah  Clarke 
and  Handel). 

Dubourg,  Matthew.  See  British  isles  2 
Provinces. 

Duparc,  Elisabeth  ['Francesina']  (d  ?  1778). 
French  soprano  trained  in  Italy  who  pursued 
her  career  in  England  where  from  1738  she 
sang  exclusively  in  I  landcl  productions.  The 
Opera  of  the  Nobility,  not  Handel,  engaged 
Duparc  to  come  to  London  in  autumn  1736; 
she  made  her  debut  in  J.  A.  Hasse's  Siroe  at 
the  King's  Theatre.  Duparc  took  important 
title  roles  in  Acts  and  Galatea  (1739,  1741), 
Esther  (1740),  Deborah  and  the  controversial 
Semele  (1744)  as  well  as  many  other  roles 
during  the  1740s. 

Durastanti,  Margherita.  See  Italy  10  Itin- 
erant Musicians. 

D'Urfey  [Durfey],  Thomas  (^1653  1723). 
Dramatist  who  provided  texts  for  semi-operas 
{Cynthia  and  Endymion,  1697,  The  Wonders  of 
the  Sun,  1706,  and  three  Don  Quixote  plays, 
1694-5),  35  we'l  as  incorporating  music  into 
his  plays,  and  prolific  author  of  ode  texts.  I  Ie 
openly  acknowledged  both  his  slender  talent, 
best  displayed  in  farcical  comedies,  and  his 
debt  to  music  in  ensuring  the  success  of  his 
dramas.  He  had  a  knack  for  fitting  words  to 
popular  tunes,  some  of  which  were  published 
in  Wit  and  Mirth,  or  Pills  to  Purge  Melancholy 
(1699-1700).  In  spite  of  a  stutter  he  was 
known  at  court  as  a  singer;  in  1689,  while 
employed  as  a  singing  master  at  Josias  Priest's 
Chelsea  boarding  school  he  contributed  the 
epilogue  text  to  Purcell's  Dido  and  Aeneas. 

Eccles  [Eagles].  Family  of  musicians.  The  first 
significant  member  of  the  family  was  Solomon 
Eagles  ((-1617-1682)  who,  until  he  became  a 
Quaker  at  the  Restoration,  played  the  virginals 
and  viols.  Thereafter  he  gave  up  music,  believ- 
ing it  to  be  sinful,  committed  his  instruments 
to  a  bonfire  on  Tower  Hill  and  wrote  an  essay 
condemning  music  (A  Musick-lector,  1677). 
After  Solomon's  death  his  nephew  of  the  same 
name  (1640/50-17 10),  a  viol  player  and  com- 
poser, and  his  brother  Henry  (1 640/50-1 71 1) 
took  up  places  in  the  King's  Private  Musick 
in  1685  and  1689  respectively,  and  were  both 
in  the  party  of  musicians  that  accompanied 
William  III  to  the  Low  Countries  in  1691. 

Henry's  only  son  was  John  Eccles  (r  1668- 
1735),  the  most  musically  gifted  member  of 
the  family.  During  the  early  1690s  he  worked 
at  Drury  Lane  Theatre  for  the  United  Com- 


panies under  John  Rich,  achieving  success 
with  his  songs  for  his  actress  protegee,  Mrs 
Anne  Bracegirdle,  in  the  comedies  of  Thomas 
D'Urfey.  In  1695  he  became  music  director 
of  a  new  company  at  Lincoln's  Inn  Fields.  In 
1 70 1  Eccles  entered  the  famous  competition 
for  which  applicants  were  required  to  set  Con- 
greve's  masque  The  Judgment  of  Paris.  Eccles's 
version  was  performed  at  Dorset  Garden,  with 
Mrs  Bracegirdle  as  Venus,  and  enthusiast- 
ically received;  but  he  was  awarded  only  the 
second  prize  (the  first  went  to  John  Weldon). 
That  Congreve  particularly  admired  his  music 
is  evidenced  by  their  collaboration  on  the  St 
Cecilia's  Day  Ode  for  that  year,  and  sub- 
sequent ventures  into  opera.  Eccles's  setting 
of  Granville's  dramatic  opera,  The  British 
Enchanters,  premiered  at  the  Haymarket 
Theatre  in  1706,  might  have  inaugurated  an 
era  of  all-sung  English  opera,  had  Italian  opera 
not  simultaneously  gained  such  a  foothold. 
Meanwhile,  Eccles  had  completed  Semele  by 
1705,  but  because  Congreve  had  by  then  left 
the  theatre,  it  never  reached  the  stage,  (which 
is  a  great  pity,  since  in  it  he  so  successfully 
fused  English  and  Italian  styles  -  much  as 
Purcell  had  melded  English  and  French  oper- 
atic elements  -  and  it  would  have  given  life- 
saving  impetus  to  a  fledgeling  genre). 

A  further  Henry  Eccles  (1675/85-1735/45) 
was  a  violinist  and  composer  in  the  service 
of  the  French  ambassador  in  London.  When 
the  duke's  appointment  ended,  Eccles 
accompanied  him  back  to  Paris  where  he  pub- 
lished a  collection  of  12  sonatas,  of  which 
18  movements  were  borrowed  from  Giuseppe 
Valentini's  op.  8  and  one  from  F.  A.  Bonporti. 
His  brother,  Thomas  Eccles  (c  1672-^1745), 
prejudiced  a  brilliant  career  as  a  violinist  by 
alcoholism. 

Fabri,  Annibale  Pio.  See  Italy  10  Itinerant 
Musicians. 

Farinelli.  See  Italy  10  Itinerant  Musicians. 

Fedeli,  Giuseppe.  Sec  Italy  4  Venice. 

Ferrabosco.  Italian-English  family  of 
musicians  active  during  the  16th  and  17th 
centuries.  Alfonso  (d  1628)  was  abandoned  by 
his  father  of  the  same  name  and  brought  up 
in  Greenwich  by  a  Flemish  musician.  His 
father's  music  was  much  esteemed  by  Eliza- 
beth I,  whom  he  had  served  while  resident  in 
England.  In  1592  he  was  made  Musician  for 
Viols;  in  1604  he  was  appointed  to  teach  the 
viol  to  Henry,  Prince  of  Wales,  and,  after 
his  death,  Prince  Charles.  When  the  prince 
became  King,  Alfonso  was  retained  and  in 
1626  gained  further  appointments  as  Com- 
poser of  Music-in-Ordinary  and  Composer  of 
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Music  to  the  King,  posts  that  passed  to  his 
sons  at  his  death. 

Between  1605  and  1622  he  collaborated 
with  Ben  Jonson  and  Inigo  Jones  by  com- 
posing declamatory  Ayres  (published  in  1609) 
for  masques  performed  at  Whitehall  and 
Greenwich  and  from  1619  he  was  involved  in 
purveying  sand  and  gravel  on  the  Thames.  In 
addition  to  lute  songs  and  madrigals,  Alfonso 
composed  motets  and  anthems,  but  his  most 
important  music  is  to  be  found  in  his  retro- 
spective, contrapuntal  four-,  five-  and  six-part 
viol  fantasias  and  In  Nomines.  His  Lessons 
(1600)  for  up  to  three  lyra  viols  reflect  his 
technical  skill  as  a  player. 

Alfonso's  son,  also  Alfonso  (r  1626-  a  660), 
was  a  wind  player  as  well  as  a  violist.  Henry 
(4-1615—1658)  was  a  singer,  wind  player  and 
composer  who  strangely  perished  on  an 
expedition  to  Jamaica.  John  (1626-82)  was  an 
organist  and  composer;  in  1662  he  became 
organist  at  Ely  Cathedral  and  in  1671  was 
awarded  the  Cambridge  MusD  degree. 
Festing,  Michael  Christian  (d  1752).  Influ- 
ential violin  virtuoso,  a  founder  of  the  chari- 
table Society  of  Musicians  (1738),  and  com- 
poser of  sonatas  and  concertos,  odes  and 
secular  songs.  Festing  was  a  pupil  of  Francesco 
Geminiani  and  active  as  a  leading  London 
chamber  musician.  From  1727  he  played  in 
the  orchestra  of  the  King's  Theatre  and  with 
Maurice  Greene  inaugurated  the  Apollo 
Society  at  Temple  Bar  in  173 1.  A  decade  later 
he  was  made  director  of  the  Italian  opera  house 
orchestra.  In  the  meantime  he  published  a 
number  of  collections  of  violin  solos,  sonatas  - 
complete  with  bowing  and  ornamentation  - 
and  concerti  grossi,  and  in  1735  he  was  made 
Master  of  the  King's  Musick.  From  about 
1730  he  led  the  amateur  Philharmonic  Society 
at  the  Crown  and  Anchor  Tavern  and  played 
in  the  Swan  concerts;  from  1739  he  directed 
subscription  concerts  in  Hickford's  Rooms. 
When  Ranelagh  Gardens  opened  in  1742, 
Festing  took  on  the  responsibilities  of  leading 
the  band  and  providing  the  music. 
Finger,  Gottfried  [Godfrey]  (41660-1730). 
Viol  player  of  Moravian  descent  (his  father 
was  a  court  musician  at  Olomouc)  and  minor 
composer  of  theatre  music  and  instrumental 
chamber  music.  Finger  arrived  in  London 
before  1687  to  take  up  a  post  as  a  viol  player 
in  the  Catholic  Chapel  of  James  II,  but  when 
William  and  Mary  came  to  the  throne  the 
following  year  his  appointment  was  not 
renewed.  Undaunted,  he  published  a  spate  of 
italianate   chamber   music   collections  for 
recorders,  violins  and  viols  in  both  London 
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and  Amsterdam,  and  turned  to  composing 
incidental  music  for  plays  and  masques  at  the 
theatres  in  Drury  Lane,  Lincoln's  Inn  Fields 
and  Dorset  Garden. 

Between  1693  and  1699  he  taught  and  regu- 
larly performed  in  concerts  in  York  Buildings, 
where  his  ode  Weep,  all  ye  Muses  -  better 
known  as  'Mr  Purcel's  FareweF  -  was  per- 
formed early  in  1696.  He  composed  at  least 
one  other  ode,  Cecilia,  look  down  and  see,  which 
had  been  performed  at  the  Stationers'  Hall  on 
St  Cecilia's  Day  in  1693.  In  1700  he  entered 
a  competition  to  determine  the  best  theatre 
composer  of  the  day  and  came  fourth  after 
John  Weldon,  John  Eccles  and  Daniel  Purcell; 
the  test  piece  was  a  setting  of  Congreve's 
masque  The  Judgment  of  Paris. 

In  1704  Finger  left  England  for  Vienna  and 
by  1706  had  taken  up  a  post  at  Breslau  where 
his  last  known  opera,  Der  Steg  der  Schbnheit 
uber  die  Helden,  was  given.  He  travelled  with 
the  Duke  of  Neuburg  to  Innsbruck  and  Hei- 
delberg before  finally  taking  up  a  post  in  the 
Mannheim  Hof  kapelle. 

Franck,  Johann  Wolfgang.  See  Northern 
Europe  /  North  Germany:  Hamburg. 

Galliard,  John  Ernest  (4-1687-1749). 
German  oboist,  organist,  writer  and  composer 
of  theatre  music,  expatriated  in  London.  Gal- 
liard came  to  England  in  1706  to  take  up  a 
court  appointment  in  the  service  of  Queen 
Anne's  consort.  In  17 10  he  became  organist 
to  the  widow  of  Charles  II  at  Somerset  House, 
and  at  the  same  time  oboist  at  the  Queen's 
Theatre,  playing  in  Handel's  operas  under  the 
composer.  Two  years  later  he  collaborated 
with  the  poet  John  Hughes  on  his  own  opera, 
Calypso  and  Telemachus,  which,  despite  its 
fashionable  da  capo  arias,  had  only  three  per- 
formances. A  similar  fate  attended  his  second 
opera,  Circe  (17 19).  In  the  meantime,  Galliard 
joined  forces  with  Lewis  Theobald  to  produce 
masques  (Pan  and  Syrinx,  17 18)  and  pan- 
tomimes (The  Rape  of  Proserpine,  1727)  at 
John  Rich's  theatre  in  Lincoln's  Inn  Fields. 
His  frustration  as  an  opera  composer  is 
revealed  in  A  Critical  Discourse  upon  Operas 
in  England,  on  which  he  collaborated  with 
Hughes,  and  in  the  entr'actes  satirizing  Italian 
opera  singers  in  his  third  opera,  The  Happy 
Captive  (1741,  libretto  by  Theobald).  A  year 
later  he  published  Observations  on  the  Florid 
Song,  a  translation  of  Tosi's  1723  singing 
manual.  In  addition  to  his  theatre  works,  Gal- 
liard composed  anthems  and  cantatas;  but 
today  he  is  best  known  for  his  1733  collection 
of  sonatas  for  bassoon  or  cello  and  continuo. 

Galuppi,  Baldassare.  See  Italy  4  Venice. 
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Gauticr,  Jacques.  See  Francl  /  Paris  and 
Versailles. 

Gay,  John  (1685-1732).  Poet  and  the  inventor 
of  ballad  opera.  Gay  was  already  well  known 
as  a  poet  when  he  collaborated  with  Handel 
on  Acis  and  Galatea  (17 18).  Ten  years  later, 
The  Beggar  $  Opera,  for  which  Gay  set  lyrics 
to  popular  tunes  (aided  by  Pepusch),  was  to 
bring  him  lasting  fame.  The  verisimilitude  - 
depicting  the  seamier  side  of  18th-century 
London  -  and  parodies  of  the  contemporary 
political  and  musical  figures,  made  The 
Beggar's  Opera  a  theatrical  sensation. 
Although  ballad  operas  were  much  in  vogue 
during  the  1730s,  Gay  failed  to  repeat  his 
initial  success:  its  sequel,  Polly  (1729),  was 
banned  and  Achilles  was  produced  only  in  the 
year  after  his  death.  In  spite  of  its  popularity, 
there  remains  no  complete  source  for  reviving 
The  Beggar's  Opera  and  as  a  consequence 
many  composers  -  including  Benjamin 
Britten  -  have  made  elaborate  arrangements; 
Hogarth's  contemporary  paintings  and  prints 
provide  inspiration  for  modern  productions. 
In  1928  Kurt  Weill  composed  the  music 
for  Brecht's  updated  version,  Die  Drei- 
groschenoper . 

Geminiani,  Francesco  (Xaverio)  (1687- 
1762).  The  most  important  Italian  violin  vir- 
tuoso resident  in  Britain,  teacher,  composer 
and  the  author  of  an  immensely  influential 
treatise  addressed  to  advanced  players,  The 
Art  of  Playing  on  the  Violin  ( 1 75 1 ).  Gemi- 
niani, born  in  Lucca,  was  a  gifted  pupil  of 
Corclli;  through  him  such  musicians  as 
Matthew  Dubourg,  M.  C.  Fcsting,  Charles 
Avison,  Robert  Bremner  and  Joseph  Kelway 
gained  knowledge  of  the  Italian  style  of 
playing.  He  also  had  aristocratic  pupils,  among 
them  the  Earl  of  Essex  who  in  1728  tried 
unsuccessfully  to  arrange  for  Geminiani  to 
become  Master  and  Composer  of  the  State 
Music  of  Ireland  (a  post  Dubourg  sub- 
sequently took  up).  Geminiani  arrived  in 
London  in  1714  and  is  said  to  have  played 
for  George  I  in  1716  with  Handel  as  his 
accompanist.  In  that  same  year  he  published 
his  op.  1  sonatas,  which  he  issued  again  in 
1739  in  a  revised  and  ornamented  version.  His 
concerto  grosso  arrangements  of  Corelli's 
op.  5  violin  sonatas  appeared  a  decade  later. 
During  the  1730s  he  made  two  visits  to  Ireland 
where  he  was  warmly  received.  His  own  con- 
certos, opp.  2  and  3,  appeared  in  1732  and 
1733.  He  again  published  concertos  as  op.  7 
(1746)  and  The  Inchanted  Forrest  (^1756),  a 
staged  pantomime  -  scored  for  two  violins  and 
cello  with  an  orchestra  of  two  trumpets,  two 


flutes,  two  horns,  strings  and  timpani  -  pre- 
sented in  Paris  at  the  Tuilcries  palace  in  1754. 

He  published  several  challenging  col- 
lections of  violin  sonatas  in  four  movements 
which  require  dramatic  flair  from  the  player; 
such  was  the  difficulty  of  his  opp.  1  and  4  in 
particular  that  very  few  contemporary  violin- 
ists dared  play  them  in  public.  Among  the 
sonata  movements  are  fugues  and  double 
fugues,  strong  in  imitative  counterpoint,  and 
idiomatic  in  passages  of  multiple  stopping. 
Geminiani  prov  ided  ornaments  for  both  slow 
and  fast  mov  ements  as  well  as  cadenzas  in  his 
treatise;  he  advocated  the  use  of  vibrato  'as 
often  as  possible'.  The  expressiveness  of  his 
playing  was  much  admired  by  both  Hawkins 
and  Burney;  Tartini  tellingly  described  him 
as  *il  furibondo'. 

Geminiani  was  fond  of  arranging  his  works: 
among  his  transcriptions  are  harpsichord  ver- 
sions ( 1 741)  of  his  opp.  1  and  4  and  concerto 
grosso  versions  of  op.  4  (1743).  His  op.  5  cello 
sonatas  (published  in  Paris),  together  with  a 
transcription  for  violin  (issued  in  London  and 
The  Hague),  appeared  in  1746.  In  about  1755 
he  published  'modernized'  v  ersions  of  the  opp. 
2  and  3  concertos,  and  in  1757  a  final  arrange- 
ment of  op.  1  in  trio  format. 

He  gained  further  notoriety  from  the  pub- 
lication of  a  series  of  practical  treatises  which 
were  much  reprinted,  translated  and  para- 
phrased. In  addition  to  The  Art  of  Playing  on 
the  Violin,  which  sets  out  the  principles  of  a 
modern  technique,  Geminiani  produced  Rules 
for  Playing  in  a  True  Taste  (1748),  revised  a 
year  later  as  A  Treatise  of  Good  Taste  in  the 
Art  of  Mustek,  a  misguided  Guida  harmonica 
with  supplement  (r  1 754),  'The  Art  of  Accom- 
pamament  (ri  754)  written  from  the  soloist's 
point  of  v  iew  and  The  Art  of  Playing  the 
Guitar  or  Cittra  [English  guitarj  (Edinburgh, 
1760).  When  considered  together  with  his 
music  and  the  implication  of  the  alterations  he 
made  when  reissuing  collections  such  as  opp. 
1  and  4,  Geminiani's  treatises  represent  an 
important  source  of  post-Corcllian  per- 
formance practices. 
Gibbons.  Family  of  organists  and  composers. 
Orlando  Gibbons  (1583-1625)  was  a  key 
figure  in  early  17th-century  English  musical 
life.  He  took  the  MusB  degree  at  Cambridge 
(1606)  where  he  had  been  a  chorister  at  King's 
and  the  DMus  at  Oxford  (1622);  he  became  a 
Gentleman  of  the  Chapel  Royal  (by  1625  he 
was  the  senior  organist)  and  organist  at 
Westminster  Abbey  from  1623.  The  finest  of 
his  solo  keyboard  music  appeared  with  that  of 
Byrd  and  Bull  in  Parthema  (1613).  His  consort 
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music  includes  In  Nomines  and  three-part 
fantasias  (which  first  appeared  in  print  about 
1620),  some  of  which  -  along  with  others 
by  John  Coprario  and  Thomas  Lupo  —  were 
published  in  Amsterdam  {XX  koninklijke  fan- 
tasien)  in  1648.  His  only  published  collection 
of  vocal  music  contains  secular  vocal  madrigals 
and  motets  'apt  for  Viols  and  Voyces'  (161 2). 

But  it  is  for  his  very  popular  Short  [First] 
Service,  Second  [Verse]  Service  and  verse 
anthems  with  instrumental  parts  for  viols  and 
organ  that  he  is  best  remembered.  The  texts 
are  expressively  treated  in  terms  of  melody; 
solo  voices  and  choir  alternate  in  through- 
composed  forms  of  great  vitality  and  origin- 
ality as,  for  example,  in  the  anthem  narrating 
the  events  of  the  life  of  Jesus,  See.  see,  the 
word  is  incarnate.  Though  none  of  his  church 
music  was  published  during  his  lifetime,  most 
is  available  in  modern  collected  editions. 

His  eldest  son  Christopher  Gibbons (161 5- 
76)  was  an  outstanding  player  who  taught 
the  organ  and  virginal  in  London  during  the 
Commonwealth.  At  the  Restoration  he  took 
up  posts  at  the  Chapel  Royal  and  as  organist 
at  Westminster  Abbey,  just  as  his  father  before 
him;  in  addition  he  was  made  a  Musician-in- 
Ordinary  and  by  royal  nomination  was 
awarded  the  DMus  at  Oxford.  Anthony  Wood 
described  him  as  'a  person  most  excellent  in 
his  faculty,  but  a  grand  debauchee'.  He  played 
in  the  production  of  Davenant's  The  Siege  of 
Rhodes  (1656)  and  collaborated  with  Matthew 
Locke  on  the  masque  Cupid  and  Death  (1659). 
He  composed  fantasia-suites  and  keyboard 
works  as  well  as  English  and  Latin  sacred 
vocal  music.  In  the  early  1660s  he  became 
involved  in  a  scandal  concerning  plans  for  a 
new  organ  at  Worcester  Cathedral  and 
resigned  his  posts  in  1666. 
Gostling.  Singers,  father  and  son.  John  Gost- 
ling  (c  1650- 1 733)  was  a  bass  singer  and  music 
copyist  at  the  court  of  Charles  II.  He  was 
educated  at  St  John's  College,  Cambridge, 
before  taking  up  a  post  as  minor  canon  at 
Canterbury  Cathedral  (1674-83);  from  1679 
he  was  a  Gentleman  of  the  Chapel  Royal. 
Purcell  composed  They  that  go  down  to  the  sea 
in  ships  for  him.  Gostling's  son  William  (1696- 
1777)  was  trained  at  Canterbury  before  fol- 
lowing his  father  up  to  Cambridge.  He  was  an 
antiquarian  by  temperament,  amassing  a  large 
library  of  manuscripts  and  printed  music, 
which  included  a  large  pre-Civil  War  organ- 
book  of  English  Catholic  music.  He  was  able 
to  give  important  assistance  to  Boyce  in  com- 
piling Cathedral  Music. 
Grabu,  Louis  [Grebus,  Lewis]  (Jl  1665-94). 
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French  expatriate  musician,  working  in 
England.  Grabu,  a  pupil  of  the  Parisian  organ- 
ist and  early  opera  composer  Robert  Cambert, 
made  his  career  in  England  where  he  quickly 
reached  the  highest  ranks  of  the  King's 
Musick.  In  1666  he  became  Master  of  the 
King's  Musick  (succeeding  Nicholas  Lanier). 
A  short  time  later  he  assumed  leadership  of 
both  the  Twenty-four  Violins  (1666)  and  the 
Twelve  Violins  (1667).  Pepys  reported  on  the 
decidedly  mixed  impression  he  made. 

When  Grabu  turned  his  hand  to  music 
drama,  he  was  less  successful.  Having  been 
asked  to  leave  the  service  of  the  king  in  1674, 
he  turned  for  work  to  Cambert,  who  had 
recently  arrived  from  Paris.  Together  they 
adapted  Cambert's  Ariane  (1659)  and  Pomone 
( 1 67 1 )  for  performances  at  Covent  Garden 
and  Windsor  that  year.  He  is  known  to  have 
published  a  French  pastoral  in  1684  and  the 
following  year  a  setting  of  Dryden's  Albion  and 
Albanius,  which  the  audiences  at  the  Dorset 
Garden  Theatre  nevertheless  found  too 
Lullian  for  their  tastes;  accordingly,  Dryden 
turned  to  Purcell  in  1691  for  a  setting  of  its 
sequel,  King  Arthur. 

Grassineau,  James  (d  1767).  Important  as 
the  compiler  of  A  Musical  Dictionary  (1740). 
Grassineau  was  for  a  time  amanuensis  to 

Pepusch,  for  whom  he  translated  Greek  theo- 
rists from  Latin.  Though  he  acknowledged 
his  debt  to  Brossard's  1703  dictionary,  there 
is  much  that  is  new  to  it.  Two  years  after  his 
death,  his  publisher  reissued  the  dictionary 
with  a  52-page  supplement  purloined  from 
Rousseau's  Dictionnaire  (1768). 

Greber,  Jakob.  See  Central  Europe  j 
Austro-Hungary. 

Greene,  Maurice  (1696-1755).  Organist, 
composer  and  important  figure  in  London 
musical  life.  Greene  was  a  contemporary  and 
sometime  friend  of  Handel.  By  the  age  of  39 
he  had  been  appointed  to  every  major  English 
musical  post:  organist  at  St  Paul's  (1718), 
organist  and  composer  of  the  Chapel  Royal 
(1727),  professor  of  music  at  Cambridge 
(1730)  and  Master  of  the  King's  Musick 
(1735).  He  was  a  prolific  and  facile  composer 
of  anthems,  Te  Deum  settings  and  oratorios, 
to  which  he  brought  particular  gifts  of  melody 
and  orchestration.  Greene  produced  a  dra- 
matic pastorale  {Florimel,  or  Love's  Revenge, 
1734)  and  at  least  one  masque  (The  Judgment 
of  Hercules,  before  1740),  Italian  cantatas  and 
several  collections  for  the  harpsichord.  He  was 
the  teacher  of  William  Boyce  and  John 
Stanley. 

He  helped  to  establish  the  Academy  of 
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Ancient  Music  (1710),  the  Philarmonica 
Club  (17 1 5)  which  later  (1724)  became  the 
Castle  Society,  and,  in  1731,  his  own  Apollo 
Society  as  well  as  the  charitable  predecessor 
of  the  Royal  Society  of  Musicians  (founded  in 
1738).  At  his  death  he  was  occupied  with 
compiling  an  encyclopedic  collection  of 
English  church  music,  which  along  with  his 
library  passed  into  the  capable  hands. of  Boyce, 
who  published  it  in  the  1760s  and  1770s. 
Despite  depreciatory  remarks  by  Hawkins  (on 
his  character)  and  Burney  (on  his  music), 
Greene  deserves  to  be  specially  remembered 
as  a  teacher,  scholar  and  humanitarian. 

Gregory,  William  (Ji  1651-87).  One  of  two 
musicians  with  the  same  name.  Singer,  viol 
player,  song  composer  and  teacher  at  the 
courts  of  Charles  II  and  James  II.  Gregory 
put  his  name  to  a  petition  addressed  to  a 
parliamentary  committee  in  1656  regarding 
the  establishment  of  a  music  college  and  was 
the  composer  of  a  well-known  elegy  to  Pelham 
Humfrey,  Did  you  not  hear  the  hideous  groan. 

Grossi,  Giovanni  Francesco.  See  Italy  to 
Itinerant  Musicians. 

Handel,  George  Frideric  (1 685-1 759). 
Cosmopolitan  composer  of  German  birth 
(Halle),  resident  in  London  and  naturalized 
British,  considered  by  many  to  be  the  most 
gifted  and  original  composer  of  his  era.  As 
organist  and  composer,  his  only  peer  was  J.  S. 
Bach,  whom  he  never  met.  Wherever  he  went 
he  was  feted,  his  concerts  and  works  eagerly 
subscribed.  He  was  the  first  composer  whose 
music  has  continued,  without  a  period  of 
eclipse,  to  be  performed  from  his  own  time  up 
to  the  present.  During  his  lifetime  he  took 
charge  of  the  performances  of  his  large-scale 
works,  but  since  his  death  and  until  quite 
recently  his  music  has  been  subjected  to 
unprecedented  alterations  and  bizarre  per- 
formance practices  never  tolerated  in  the 
music  of  other  composers  of  comparable 
stature. 

Handel's  path  as  a  musician  seems  always 
to  have  been  clear  to  him.  In  spite  of  his  court 
barber-surgeon  father's  determination  that  he- 
should  take  up  law,  he  persisted  in  musical 
studies.  There  was  never  a  shortage  of  rec- 
ognition, nor  indeed  of  patrons:  the  Duke  of 
Saxe-Weissenfels  was  the  first  to  encourage 
his  talent  by  interceding  with  Handel's  father. 
F.  W.  Zachow  was  his  first  teacher  and  Tcl- 
emann  became  one  of  his  earliest  and  most 
enduring  friends  (later  he  arranged  countless 
performances  of  Handel's  works  at  Hamburg). 
A  journey  to  the  Berlin  court  brought  him  into 
contact  with  Giovanni  Bononcini  and  Attilio 


Ariosti,  who  would  later  be  his  colleagues  and 
competitors  in  London. 

But  it  was  Hamburg  that  provided  him 
with  important  musical  stimulation  and  the 
opportunity  to  detach  himself  from  his  family. 
Arriving  in  1703,  Handel  t<x>k  a  job  as  a  back- 
desk  violinist  at  the  Hamburg  Opera  under 
the  seemingly  formidable  Reinhard  Reiser 
and  gave  private  lessons  to  support  himself. 
He  became  acquainted  with  Johann  Mat- 
theson  (who  later  chronicled  the  known  events 
of  Handel's  life  during  his  stay  there)  and 
together  they  visited  Buxtehude  in  Liibeck  in 
that  first  year;  their  relationship  was  briefly 
marred  by  a  quarrel  over  who  should  play 
the  continuo  accompaniment  in  Mattheson's 
opera  Cleopatra  (1704).  In  the  new  year  Han- 
del's first  two  operas  were  produced,  of  which 
the  majestic  Almira  (with  Mattheson  taking 
the  leading  tenor  role)  was  the  more  suc- 
cessful; Xero  closed  after  only  three  per- 
formances. 

Handel  was  restless.  He  had  exhausted  the 
possibilities  open  to  him  in  Hamburg 
(although  he  was  often  to  turn  to  Reiser's 
music  as  a  source  of  musical  ideas),  and  must 
have  been  keen  to  experience  native  Italian 
opera.  Fortuitously,  in  1706  an  entree  to  Italy 
was  provided  by  Prince  Ferdinando  de' 
Medici  of  Florence,  where  he  spent  sub- 
sequent autumns  during  his  Italian  sojourn. 
Handel  continued  on  to  Rome  early  in  1707 
where  by  necessity  rather  than  conviction  he 
composed  in  Catholic  genres,  notably  the 
Dixit  Domtnus,  Laudate  pueri  and  Xisi 
Dominus.  He  quickly  came  to  the  attention  of 
the  powerful  Cardinal  Pamphili,  whose  text 
served  for  Handel's  first  oratorio,  //  trionfo 
del  Tempo  e  del  Disinganno,  performed  during 
Lent  1707  at  the  palace  of  another  music- 
loving  prelate,  Cardinal  Ottoboni;  it  is  said 
that  Corelli,  leader  of  the  orchestra,  deemed 
the  French  overture  to  this  work  too  foreign, 
obliging  Handel  to  substitute  an  Italian  one. 

After  returning  to  Florence  in  the  autumn 
for  performances  of  Rodrigo  (his  first  Italian 
opera),  which  was  much  applauded  by  the 
court,  Handel  wintered  in  Venice  where  he 
heard  the  Carnival  operas  of  Alessandro  Scar- 
latti and  Antonio  Caldara,  and  must  have  come 
into  contact  with  Domenico  Scarlatti,  Antonio 
I.otti,  Francesco  Gasparini,  Vivaldi  and 
Tomaso  Albinoni.  Significantly,  he  was  also 
introduced  to  the  Hanoverian  Prince  Ernst 
August  (brother  of  the  future  George  I  of 
England)  and  the  English  ambassador,  the 
Earl  of  Manchester,  both  of  whom  extended 
invitations  to  visit  their  countries. 
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Back  in  Rome,  there  were  others  among  the 
clergy  and  aristocracy  who  recognized  Han- 
del's abilities  and  wished  to  have  his  music 
performed  in  their  palaces,  among  them  Car- 
dinal Colonna  and  Marquis  Ruspoli.  Handel 
found  himself  caught  up  in  a  whirlwind, 
fulfilling  commissions  for  sacred  works  and 
cantatas  and  performing  everywhere  as  an 
organist  and  harpsichordist,  with  such 
musicians  as  Corelli,  Bernardo  Pasquini,  the 
Castrucci  brothers,  Filippo  Amadci  and 
Margherita  Durastanti  (except  for  the  first 
two,  they  all  eventually  joined  Handel  in 
London).  At  Cardinal  Ottoboni's  palace  he 
met  Domenico  Scarlatti  in  a  friendly  contest 
of  skill  at  the  harpsichord  and  organ  which 
ended  in  mutual  admiration. 

But  it  was  at  Ruspoli's  Palazzo  Bonclli 
(where  Handel  was  periodically  in  residence, 
and  wrote  numerous  cantatas  for  the  evening 
entertainments)  that  his  most  memorable  and 
lavishly  produced  Roman  work  was  given:  the 
1708  Easter  oratorio  La  Resurrezione.  Extra 
musicians  were  hired,  including  Corelli  as 
leader,  and  Handel  was  allowed  the  luxury  of 
three  public  rehearsals.  The  marquis  was 
eager  to  impress  Pope  Clement  XI  and  deter- 
mined that  Handel's  oratorio  should  outshine 
the  Scarlatti  Passwne  performed  at  Ottoboni's 
palace  earlier  in  the  week,  but  was  made  to 
suffer  for  his  pride:  he  unwisely  cast  a  female 
opera  singer  (Durastanti)  as  Mary  Magdalene, 
prompting  a  papal  rebuke,  for  women  were 
discouraged  from  singing  publicly  in  Rome. 
The  young  Handel  was  soon  busy  at  work  on 
Agrippina,  a  black  comedy  opera  com- 
missioned by  Cardinal  Vincenzo  Grimani  for 
Venice.  Earlier  that  year  he  had  been  to 
Naples,  where  his  sercnata  Act,  Galatea  e  Poli- 
femo  was  performed  at  the  Duke  of  Alvito's 
residence.  It  was  performed  27  times  at  the  S 
Giovanni  Grisostomo  theatre  during  the 
1708-9  Carnival  season.  Venetian  audiences 
were  enchanted  by  the  grandeur  and  sublimity 
of  Handel's  music.  As  a  foreigner,  he  had  met 
the  supreme  challenge  to  any  aspiring  opera 
composer  by  succeeding  in  Venice. 

A  year  later  he  was  on  his  way  northwards, 
pausing  at  the  court  in  Innsbruck  before  going 
on  to  Hanover  (in  June  17 10).  He  went  there 
as  Kapellmeister  -  a  post  he  was  to  hold  largely 
in  name  only,  but  which  strengthened  his  ulti- 
mate connections  with  England.  While  in 
Hanover  he  became  friendly  with  Agostino 
Steffani  whom  he  may  have  already  met  in 
Italy.  A  month  later,  granted  a  year's  leave  of 
absence,  he  had  slipped  free  of  his  Hanoverian 
commitment  and  was  on  his  way  to  London. 
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He  paused  en  route  at  the  electoral  court  at 
Diisseldorf,  arriv  ing  in  London  by  September 
1710. 

Handel  stayed  only  eight  months,  but  made 
an  impact  sufficient  to  ensure  his  return.  Until 
his  arrival,  opera  in  Italian  had  had  little 
success;  Bononcini's  much-heralded  Camilla 
had  been  given  in  English  (1706)  and  Scar- 
latti's Pyrrhus  and  Demetrius  in  a  mixture  of 
the  two  (1708).  But  Handel,  displaying  the 
confidence  that  must  have  stood  him  in  such 
good  stead  in  Rome  and  Venice,  risked  staging 
an  Italian  opera  made  up  largely  from  the 
music  he  had  composed  there:  Rinaldo  was 
performed  fifteen  times  between  February  and 
June  of  171 1  at  the  Queen's  Theatre.  Aaron 
Hill  wrote  the  scenario  (and  possibly  the  first 
draft  of  the  libretto  which  Rossi  then  Ital- 
ianized) and  produced  the  opera,  sparing  no 
expense  for  the  scenery  and  machines;  the  cast 
included  three  castratos  (Nicolini  sang  the  title 
role).  The  publisher  John  Walsh,  ever  ready 
to  capitalize  on  the  moment,  published  songs 
from  Rinaldo  while  it  was  still  in  production; 
Addison  (mindful  of  the  failure  of  his  own 
Rosamond)  and  Steele  (who  had  a  vested  inter- 
est in  English  theatre)  ridiculed  in  The  Spec- 
tator this  latest  and  most  lavish  attempt  to 
convert  the  English  to  Italian  opera.  Mean- 
while, Handel  found  time  to  play  for  Queen 
Anne  and  to  take  part  in  Thomas  Britton's 
house  concerts  in  Clerkenwell. 

He  left  for  Hanover  in  June,  travelling  again 
via  Diisseldorf.  His  duties  required  him  to 
compose  and  direct  chamber  and  orchestral 
music,  but  no  opera.  In  November  he  visited 
his  family  in  Halle  and  expressed  his  interest 
in  returning  to  England  by  making  efforts  to 
learn  the  language.  Less  than  a  year  later,  he 
left  Hanover  with  empty  reassurances  that  he 
would  return;  in  fact  he  had  every  intention 
of  taking  up  permanent  residence  in  London. 

Once  there,  Handel  had  little  trouble 
finding  suitable  work  or  accommodation:  Lord 
Burlington  soon  provided  both  at  his  elegant 
mansion  (now  the  Royal  Academy  of  Arts)  in 
Piccadilly.  There,  over  a  three-year  period,  he 
mixed  with  eminent  men  of  arts  and  letters, 
such  as  Pope,  Gay  and  Arbuthnot.  Freed  of 
mundane  cares,  he  concentrated  on  composing 
operas.  His  first,  //  Pastor  Fido  (1712),  was 
produced  with  borrowed  costumes  and 
scenery  and  inevitably  proved  less  successful 
than  Rinaldo;  it  was  followed  in  the  same 
season  by  the  French-style  Teseo  (171 3), 
which  won  approval  from  the  Haymarket 
audiences  for  its  powerful  portrayal  of  Medea. 
Silla  was  privately  performed  at  Burlington 
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House  in  17 13;  two  years  later  Handel  re-used 
much  of  its  music  in  Amadigi  di  Gaula,  which 
was  presented  in  the  Haymarket. 

Handel  was  also  at  work  on  other  fronts, 
confidently  preparing  an  Utrecht  Te  Deum 
and  Jubilate  in  English  for  a  July  1713  per- 
formance at  St  Paul's  Cathedral  and  a  birthday 
ode  for  Queen  Anne,  who  made  the  extra- 
ordinary gesture  of  awarding  Handel  a  pension 
of  £200  a  year  for  life.  He  also  found  time  to 
play  the  Father  Smith  organ  at  St  Paul's  and 
to  visit  the  nearby  Queen's  Arms  Tavern 
where  chamber  music  was  played  at  certain 
times. 

When  the  Elector  of  Hanover  assumed  the 
English  throne  as  George  I,  in  September 
17 14,  Handel  found  himself  in  what  would 
have  been  an  awkward  position  had  he  been 
anyone  else.  Instead,  his  dereliction  of  duty  at 
Hanover  was  overlooked,  his  stipend  con- 
tinued without  interruption  and  indeed 
increased  when  he  became  music  master  to 
the  princesses  (for  whom  he  must  have  com- 
posed the  keyboard  suites  subsequently  pub- 
lished in  1720);  his  'Caroline'  Te  Deum  was 
performed  by  the  Chapel  Royal  musicians  at 
the  king's  first  royal  engagement. 

It  was  in  fact  initially  advantageous  to 
Handel  to  be  a  native  German  at  the  Georgian 
court.  When  he  accompanied  the  king  to 
Hanover  in  July  17 16  he  was  able  to  visit 
Halle.  Handel  set  Brockes's  Passion  oratorio, 
the  composer's  last  substantial  work  in 
German,  probably  for  Hamburg.  When  he 
returned  to  England  he  was  accompanied  by 
his  former  fellow-student  Johann  Christoph 
Schmidt  [J.C.  Smith  the  elder]  as  his  copyist 
and  secretary.  The  following  summer  the  king 
requested  a  concert  on  the  River  Thames  and 
Handel  was  commissioned  to  write  'Water 
Music',  for  wind  and  strings.  With  members 
of  the  court  and  musicians  accommodated  in 
barges,  the  evening's  entertainment  went  on 
until  the  early  hours  of  the  morning. 

By  this  time,  Handel  had  already  distanced 
himself  from  the  king,  opting  for  a  change  of 
scene  by  taking  up  an  appointment  as  resident 
composer  with  the  Earl  of  Carnarvon  (from 
1 7 19  the  Duke  of  Chandos)  who  maintained 
a  modest  complement  of  singers  and  instru- 
mentalists under  the  direction  of  another 
German  expatriate,  Dr  Johann  Christoph 
Pepusch,  and  two  houses  (one  in  London  and 
the  other  at  Cannons,  Edgware,  where 
chamber  music  could  be  heard  without  com- 
petition from  the  noise  of  the  city  streets). 
Over  the  next  two  years  (1717-18)  he  com- 
posed eleven  anthems  (parts  of  which  he  pur- 


loined for  use  in  the  Chapel  Royal),  a  Te  Deum, 
and  two  masques  -  the  small-scale  masterpiece 
Acis  and  Galatea  (text  by  John  Gay  and  others) 
and  the  first  version  of  Esther,  his  earliest 
essay  in  English  oratorio,  a  genre  he  was  to 
create. 

I  lowever  bucolic  a  country  retreat  Cannons 
might  have  seemed,  it  could  not  quell  Handel's 
obsession  with  Italian  opera.  Having  already 
embraced  the  Italian  concept  of  operatic  form 
(a  succession  of  recitatives  and  da  capo  arias)  in 
Agrippina,  he  continued  to  explore  the  musical 
possibilities  afforded  by  different  types  of 
text  -  magic  and  anti-heroic  as  well  as  heroic  - 
and  the  strengths  of  the  artist-singers  he  was 
able  to  attract  to  London. 

During  the  winter  of  17 18-19  members  of 
the  nobility  set  about  creating  an  Italian  opera 
company  in  London,  initially  funded  by  an 
eight-year  subscription;  the  king  gave  per- 
mission to  call  it  'The  Royal  Academy  of 
Music'.  Handel  was  designated  music  direc- 
tor, J.  J.  Heidegger  (already  manager  of  the 
King's  Theatre)  was  charged  with  its  running, 
and  P.  A.  Rolli  was  made  the  Academy's  first 
secretary  and  official  librettist  (though  more 
often  than  not,  Handel  collaborated  with  his 
eventual  successor,  N.  F.  Haym);  the  designer 
Roberto  Clerici  was  put  in  charge  of  scenery 
and  machines. 

After  engaging  the  best  English  singers  and 
instrumentalists,  Handel  took  himself  off  to 
Dresden  in  search  of  Italian  singers,  stopping 
en  route  to  visit  friends  in  Dusseldorf  and 
relatives  at  Halle;  sadly,  he  just  missed 
meeting  J.  S.  Bach.  At  Dresden  he  negotiated 
with  various  singers  -  including  Senesino, 
Margherita  Durastanti  and  G.  M.  Boschi  - 
but  only  Durastanti  agreed  to  come  immedi- 
ately; Faustina  Bordoni,  Francesca  Cuzzoni 
and  Senesino  followed  in  later  seasons. 

The  Royal  Academy's  first  season  opened 
on  2  April  1720  with  Giovanni  Porta's  Numt- 
tore,  followed  soon  after  by  Handel's  Rada- 
misto.  During  the  next  eight  years,  almost  half 
the  performances  were  given  over  to  Handel 
operas,  which  included  Floridante  (Rolli, 
1 72 1 );  five  operas  on  texts  by  Haym  -  Ottone 
and  Flavin  (1723),  Giulio  Cesare  in  Egitto  and 
Tamerlano  (1724),  and  Rodeltnda  (1725);  four 
more  on  texts  by  Rolli  -  Scipione  and  Ales- 
sandro  (1726),  Admeto  and  Riccardo  Primo 
(1727);  Siroe  (Metastasio,  1728)  and  Tolomeo 
(Haym,  1728).  Though  fewer  of  Bononcini's 
operas  -  beginning  with  Astarto  (1720)  and 
ending  with  Astianatte  (1727)  were 
produced,  individually  they  received  more 
performances  than  did  Handel's.  Ariosti's 
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operas  were  the  next  most  frequently  per- 
formed. 

Along  the  way,  there  were  financial  worries 
and  internecine  disputes  between  singers  and 
management,  but  the  quality  of  the  per- 
formances was  rarely  in  question.  Handel  was 
a  severe  taskmaster:  blunt,  stubborn  and 
imperious,  and  yet,  in  other  ways,  quite  dis- 
passionate (he  kept  himself  above  politics  and 
was  never  cavalier  in  money  matters).  He  had 
no  qualms  about  swearing  in  any  one  of  several 
languages,  including  comicallv  broken  Eng- 
lish. 

The  importance  of  the  singers  in  any  com- 
mercial operatic  venture  could  not  be  over- 
estimated. Handel  travelled  and  corresponded 
at  length  in  the  pursuit  of  the  best  Italians  and 
accepted  only  the  finest  English  singers  into 
his  company.  Even  when  contracts  had  been 
signed,  Handel  was  obliged  to  tailor  roles  and 
arias  to  suit  their  voices,  and  to  contend  with 
rivalries  within  and  without.  Senesino  was  the 
most  temperamental  of  all  -  quite  liable  to 
take  himself  off  to  Italy  at  a  moment's  notice 
if  riled  -  and  yet  his  appearance,  along  with 
that  of  Francesca  Cuzzoni  and  Faustina 
Bordoni  -  could  tip  the  balance  between  the 
success  or  failure  of  a  work.  In  1726  the  direc- 
tors of  the  Academy  expected  the  trio  literally 
to  rescue  it  from  financial  ruin,  and  yet  when 
Senesino  left  for  Italy  before  the  final  per- 
formance of  Alessandro  (in  protest  at  the 
greater  prominence  given  to  the  two 
sopranos),  they  had  little  choice  but  to  post- 
pone the  autumn  season  until  he  could  be 
enticed  back;  his  defection  to  the  Opera  of 
the  Nobility  in  1734  was  a  serious  setback 
to  Handel's  second  Academy.  Equally,  the 
women  could  jeopardize  performances:  there 
was,  for  example,  the  memorable  occasion 
when  Cuzzoni  balked  at  singing  her  first  aria 
in  Ottone  and  risked  being  thrown  out  of  the 
window  by  Handel;  she  greatly  resented  the 
hiring  of  her  rival  Faustina  in  1726  and 
insisted  that  Handel  carefully  apportion  their 
arias  in  Admeto  so  that  neither  would  have  the 
greater  advantage  (Bononcini  succeeded  less 
well  in  managing  them:  one  performance  of 
Astianatte  ended  in  a  brawl  between  the  two 
sopranos).  If  the  notoriety  did  much  to  stimu- 
late box  office  sales,  the  commotion  created  in 
the  theatre  by  their  respective  admirers  greatly 
detracted  from  the  performances. 

In  mid  1727,  shortly  before  the  death  of 
George  I,  Handel  became  a  British  subject.  In 
his  capacity  as  composer  to  the  Chapel  Royal 
(a  post  he  had  held  since  1723),  Handel  com- 
posed four  large-scale  anthems  for  the  coro- 
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nation  of  George  II  (the  most  famous,  Zadok 
the  priest,  has  been  sung  at  every  coronation 
since).  A  few  months  later,  in  January  1728, 
Gay's  Beggar's  Opera  opened  at  the  theatre  in 
Lincoln's  Inn  Fields.  It  was  not  a  true  opera 
but  a  play  with  songs  made  up  from  popular 
tunes  (including  some  by  Handel),  and  treated 
London  low  life  in  a  way  that  parodied  current 
political  and  cultural  events  -  not  excluding 
Italian  opera.  Over  60  performances  were 
given  that  year,  eclipsing  the  final  season  of 
the  Royal  Academy. 

But  Handel  was  already  planning  to  create 
a  second  Academy:  the  King's  Theatre  was 
leased  to  him  and  Heidegger  for  a  further 
five  years,  with  the  patronage  of  the  king  and 
queen  and  Princess  Anne  (by  then,  Handel's 
only  pupil).  Early  in  1729  Handel  was  off  to 
Italy  in  search  of  fresh  singers;  he  returned 
with  Bcrnacchi  (who  was  past  his  prime  and 
was  replaced  as  soon  as  Senesino  could  be 
lured  back),  the  soprano  Strada  del  P6,  the 
contraltos  Merighi  and  Bertolli,  the  tenor 
Fabri  and  the  German  bass  Riemschneider. 
The  next  season  was  launched  with  Lotario 
and  Partenope,  neither  of  which  was  par- 
ticularly successful,  followed  by  revivals.  The 
personality  cults  and  the  popularity  of  the 
new,  lighter  musical-dramatic  entertainment 
purveyed  not  far  away,  at  Lincoln's  Inn 
Fields,  were  noticeably  eroding  the  serious 
opera  audiences.  Even  Handel  could  not  stem 
the  tide.  In  1731  John  Rich  staged  a  benefit 
concert  there  at  which  Acts  and  Galatea  was 
performed,  apparently  without  Handel's 
knowledge  or  consent.  Handel  countered  with 
settings  of  two  Metastasio  texts,  Poro  (1731) 
and  Ezio  (1732),  of  which  the  latter  proved  a 
dismal  failure. 

Handel  was  not  easily  discouraged  and  so 
persevered  -  not  without  success  -  in  his  quest 
to  recapture  the  public.  As  yet  he  showed 
no  signs  of  adapting  to  changing  tastes,  and 
indeed  since  the  Ezio  debacle,  he  had  enjoyed 
mild  success  with  a  new  opera,  Sosarme  (1732). 
But  the  events  of  1732  must  have  given  him 
pause.  First,  in  February,  Bernard  Gates  (an 
old  Chapel  Royal  friend  of  Handel's)  con- 
ducted three  successful  private  performances 
at  the  Crown  and  Anchor  Tavern  of  Esther, 
by  the  Chapel  Royal  and  Westminster  Abbey 
choirs.  While  Handel  was  considering  taking 
the  work  into  his  theatre  repertory,  another, 
unauthorized  performance  was  advertised. 
Unable  to  prevent  it  -  there  was  no  copyright 
law  -  Handel  retaliated,  exercising  his  rights 
as  composer  by  revising  and  supplementing 
the  1718  version.  But  since  the  Bishop  of 
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London  would  not  countenance  the  rep- 
resentation of  a  Bible  story  in  a  theatre,  it 
was  given  without  action,  and  was  successful 
enough  for  six  crowded  performances. 

Meanwhile,  the  movement  to  establish 
English  opera  seemed  to  be  gaining  momen- 
tum at  Handel's  expense:  the  Ames,  J.  F. 
Lampe  and  Henry  Carey  adapted  Acts  and 
Galatea  as  a  three-act  piece  for  performances 
at  the  Little  Haymarket  Theatre  (immediately 
opposite  Handel's  own  theatre)  in  1732,  ob- 
liging Handel  to  go  one  better:  he  borrowed, 
appropriately  enough,  from  his  1708  Neapo- 
litan serenata  and  interleaved  parts  of  it  with 
the  English  masque  version;  his  native 
sopranos  sang  in  English  and  the  others  in 
Italian.  Though  not  required  to  act,  the 
singers  wore  costumes  and  were  surrounded 
by  scenery.  For  the  moment,  I  landel  had  had 
the  last  word. 

Efforts  were  made,  notably  by  Aaron  I  [ill, 
to  convert  Handel  to  English  opera,  but  to  no 
avail.  In  1733  some  of  his  friends,  colleagues 
(including  Senesino)  and  former  patrons 
(Lord  Burlington  prominent  among  them) 
decided  to  repay  his  arrogance  by  defecting 
from  the  Academy  to  form  what  has  come  to 
be  called  the  'Opera  of  the  Nobility',  with  the 
Prince  of  Wales  at  its  head.  This  must  have 
been  a  bitter  blow  to  Handel,  however  much 
expected,  but  he  rebounded  with  a  highly  suc- 
cessful 'magic'  opera,  Orlando. 

That  summer,  Handel  was  invited  to 
Oxford  to  take  part  in  the  'Publick  Act',  being 
revived  at  the  Sheldonian  Theatre.  Esther, 
Deborah  (a  pastiche  of  sacred  works  which  he 
had  earlier  given  in  London  with  little  success) 
and  a  new  oratorio,  Athalia,  were  performed 
there,  possibly  with  organ  concertos  per- 
formed by  Handel  in  the  intervals,  and  the 
macaronic  version  of  Acts  and  Galatea  at 
Christ  Church  Hall.  It  was  expected  that  the 
degree  of  Doctor  of  Music  would  be  conferred 
upon  Handel,  but  it  never  materialized  (some 
say  because  he  refused  to  compose  a  contra- 
puntal test  piece,  others  because  he  would  not 
pay  the  degree  fee). 

For  the  1733-4  season,  Handel  engaged  two 
new  castratos,  Carlo  Scalzi  and  Carestini; 
Durastanti  returned  as  a  mezzo.  The  first  pro- 
duction was  a  revival  of  Ottone,  followed  by 
two  composite  operas.  The  Opera  of  the 
Nobility  opened  with  Porpora's  Arianna  in 
Nasso  at  Christmas  and  a  month  later  Handel's 
Arianna  in  Greta  was  on  the  boards.  In  March 
1734,  Handel's  pupil  Princess  Anne  married 
Prince  William  of  Orange  (see  Plate  17)  and  in 
her  honour  he  produced  a  serenata,  Parnasso 


in  Festa,  at  the  Haymarket  Theatre  and  the 
Wedding  Anthem  (both  of  which  draw  much 
from  Athalia).  The  op.  3  concern  grossi 
appeared  that  year  (his  opp.  1  and  2  sonatas, 
for  one  and  two  violins/flutes/recorders/oboes 
and  continuo  were  published  about  1730). 

At  the  end  of  the  opera  season,  Handel 
suffered  the  indignity  of  having  the  King's 
Theatre  let  (by  Heidegger)  to  the  momentarily 
prosperous  Opera  of  the  Nobility;  in  true 
fashion,  Handel  saw  it  not  so  much  as  a  defeat 
as  an  opportunity  to  move  to  John  Rich's 
new  Theatre  Royal  in  Covent  Garden,  which 
seemed  to  him  equally  suited  to  opera  and 
oratorio.  Possessed  of  remarkable  resilience, 
Handel  endured  all  setbacks  with  relative 
detachment. 

The  following  season,  the  Opera  of  the 
Nobility  achieved  the  ultimate  vocal  coup 
de  grace  when  they  secured  the  services  of 
none  other  than  Farinelli  (the  most  famous  of 
all  castratos)  who,  in  I  lasse's  Artaserse,  which 
inaugurated  the  1734-5  season,  did  not  fail  to 
outshine  even  Senesino.  Marie  Salle,  the  Paris 
Opera  dancer  Handel  engaged,  could  hardly 
have  been  expected  to  compete  with  Farinelli. 
For  her  Handel  composed  Terpsichore,  his 
only  foray  into  French  opera-ballet,  and 
cobbled  together  a  pastiche  with  dances, 
Oreste.  Both  Ariodante  and  the  masterly 
Alcina,  presented  at  Cov  ent  Garden  in  the  new 
year,  incorporated  ballet  sequences,  although 
Mile  Salle's  appearances  in  the  latter  opera 
were  deemed  in  poor  taste  (for  the  role  of 
Cupid,  she  dressed  in  male  attire),  and  she 
departed  England  in  disgrace.  Later  in  the 
year  Carestini  returned  to  Italy;  and  Handel 
was  obliged  to  engage  English  singers.  John 
Beard  and  Cecilia  Young  (later  Mrs  Arne)  first 
appeared  in  Ariodante. 

A  lacklustre  1735-6  season  for  both  opera 
companies  made  it  evident  to  all  that  London 
audiences  were  no  longer  prepared  to  support 
two  rival  houses.  In  Atalanta,  his  only  new 
opera  of  the  season,  Handel  incorporated  a 
fireworks  finale,  in  celebration  of  the  marriage 
of  the  Prince  of  Wales.  But  simultaneously  he 
was  organizing  performances  of  his  oratorios 
at  Covent  Garden,  using  the  same  mixture  of 
Italian  and  English  singers  heard  there  in  his 
recent  opera  productions.  Strada,  Young  and 
Beard  took  part  in  Alexander's  Feast,  I  landel's 
setting  of  an  ode  by  Dryden,  which  was 
enthusiastically  received  -  in  conspicuous  con- 
trast to  the  failure  (in  spite  of  the  presence  of 
the  soprano  castrato  Gioacchino  Conti  ['Giz- 
ziello'j  and  the  contralto  Annibali)  of  the 
1736-7  season's  operas  (for  which  he  bor- 

289 


Copyrighted  material 


British  Isles  i  London 


rowed  heavily  from  his  own  works):  Armimo, 
Giustino  and  Berenice.  The  second  Academy 
closed  in  financial  disarray;  their  competitors 
had  closed  four  days  before. 

In  April  1737  Handel  suffered  a  stroke  or 
an  injury  which  seriously  affected  his  right 
hand.  He  was  exhausted  from  the  stresses  of 
the  last  five  years  and  his  friends  and  patrons 
wondered  whether  he  would  ever  play  or 
compose  again.  He  retired  to  Aix-la-Chapelle 
to  take  the  vapour-baths;  six  weeks  later  he 
returned  to  London,  miraculously  restored. 
He  was  able  to  play  the  organ,  and  planning  his 
next  works  (which  he  unhappily  interrupted  to 
compose  a  funeral  anthem,  The  Ways  ofZion 
do  Mourn,  for  his  very  old  friend,  the  queen). 

Determined  as  ever  to  write  for  the  stage, 
he  engaged  a  new  castrato,  Caffarelli,  for  the 
shortened  1738  season,  which  included  Fara- 
mondo  (Zeno),  Alessandro  Severe  (a  pastiche 
of  his  own  music)  and  the  partly  comic  Sent 
(Minato),  at  the  King's  Theatre.  However, 
these  latest  operas  fared  badly  against  Lampe's 
operatic  satire  of  Giustino,  entitled  The  Dragon 
of  Wantley,  which  greatly  diverted  audiences 
(in  more  than  one  sense).  Handel  was  unable 
to  recover  the  lost  ground  with  the  pastiche 
Giove  in  Argo  ( 1 730),  nor  with  Imeneo  (Stam- 
piglia;  1740)  and  Deidamta  (Rolli;  1741)  in 
subsequent  seasons. 

But  seemingly  as  his  command  of  Italian 
opera  ebbed,  English  oratorios  -  in  many  ways 
musically  operatic,  though  far  more  reliant 
upon  the  chorus  -  began  flowing  from  his  pen: 
Alexander  s  Feast  was  followed  by  //  trionfo  del 
Tempo  e  della  Verita  (1737),  a  much-revised 
version  of  his  first  oratorio,  //  trionfo  del  Tempo 
e  del  Disinganno.  Elisabeth  Duparc  emerged 
as  his  new  principal  soprano,  appearing  in 
Saul  (Jennens)  and  the  biblical  epic  Israel  in 
Egypt  of  1739  (much  of  it  borrowed). 

In  response  to  the  continued  approbation 
accorded  to  his  organ  concertos  at  oratorio 
performances,  Handel  published  in  1738  a 
collection  of  six  as  op.  4;  a  second  set  was 
released  in  1740,  a  third  after  his  death.  Han- 
del's printer-publisher  John  Walsh  also  took 
the  unprecedented  step  of  bringing  out  a  full 
score  of  Alexander's  Feast,  thus  confirming  the 
popularity  not  only  of  the  work  but  of  the 
genre.  Handel  had  cannily  judged  the  public's 
pulse  regarding  English  choral  works  and 
given  himself  a  new  creative  lease  of  life. 

His  connections  with  the  relatively  new 
(1732)  Vauxhall  Gardens  were  solidified,  to 
say  the  least,  by  the  installation  there  of  a 
marble  bust  of  Handel  by  the  sculptor  Louis- 
Francois  Roubiliac  (commissioned  by  Jon- 
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athan  Tyers,  owner  of  the  pleasure  gardens; 
it  is  now  exhibited  at  the  V  ictoria  &  Albert 
Museum).  At  much  the  same  time  Handel 
began  taking  an  active  interest  in  charitable 
causes.  He  organized  annual  benefit  concerts 
for  the  Fund  for  the  Support  of  Decayed 
Musicians  and  from  1740  was  an  elected  direc- 
tor (along  with  Hogarth)  of  the  Foundling 
Hospital,  to  which  he  presented  an  organ  in 
>75o 

Handel  leased  the  small  theatre  at  Lincoln's 
Inn  Fields  for  the  1730-40  season,  opening 
on  St  Cecilia's  Day  with  a  setting  of  Dryden's 
ode  'From  harmony,  from  heav'nly  harmony'. 
He  revived  Acis  and  Galatea  and  produced  a 
new  choral  work,  V  Allegro,  il  Penseroso  ed  il 
Moderato,  to  a  text  assembled  by  Jennens 
largely  from  Milton,  which  appealed  to  the 
English  audiences  through  its  happy  nature 
imagery.  To  enliven  the  performances,  selec- 
tions from  Handel's  new  op.  6.  concertos  for 
strings  were  played  in  the  intervals.  The 
season  over,  Handel  took  the  increasingly  rare 
opportunity  to  travel  on  the  Continent. 

During  the  summer  of  1741,  Handel 
received  an  invitation  from  the  Lord  Lieuten- 
ant in  Dublin  to  compose  a  new  sacred  oratorio 
which  would  crown  a  series  of  performances 
of  Alexander's  Feast,  Acis  and  Galatea,  the 
Ode  for  St  Cecilta's  Day  and  V Allegro,  to 
be  given  at  the  New  Music  Hall,  Fishamble 
Street,  Dublin,  in  1742.  The  commissioned 
work,  on  a  biblical  libretto  dev  ised  by  Jennens, 
was  Messiah.  From  its  first  performances  in 
April  1742  (which  included  a  charity  preview) 
Messiah  was  an  unqualified  success,  taking  its 
place  among  the  finest  and  best-loved  works 
ever  composed.  The  messy  autograph  attests 
to  the  speed  at  which  he  wrote  it  as  well  as 
to  the  strength  and  sureness  of  his  creative 
convictions.  Drawing  upon  such  diverse 
genres  as  Italian  opera,  English  anthem  and 
German  Passion,  Handel  composed,  during 
the  summer  of  1741,  a  contemplative,  largely 
undramatic  work  of  uniquely  univ  ersal  appeal. 
Within  days  of  finishing  it  he  was  at  work 
on  Samson,  a  lengthy  new  oratorio  based  on 
Milton,  in  anticipation  of  the  1742-3  season 
in  London. 

Handel  departed  for  Ireland  in  November 
1 74 1,  having  completed  Samson  and  attended 
the  opening  of  the  new  season  at  the  Hav  mar- 
ket.  His  amanuensis,  John  Christopher  Smith, 
accompanied  him.  On  the  way,  they  stopped 
in  Chester,  where  they  met  Charles  Burney. 
The  Dublin  events  began  in  early  December, 
so  Handel  was  occupied  from  the  moment  he 
arrived.  Almost  immediately,  his  Utrecht  Te 
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Deum  and  Jubilate  were  performed  in  a  charity 
concert  in  aid  of  the  Mercers'  Hospital;  to  add 
to  the  prestige  of  the  event,  Handel  played  the 
organ.  Throughout  his  visit  he  made  use  of 
an  all-male  choir  made  up  of  choristers  and 
singers  from  the  city's  two  cathedrals;  his  old 
friend  Matthew  Dubourg,  Master  of  the  State 
Music,  led  his  orchestra.  Early  in  1742,  a 
concert  version  of  Imeneo  was  presented; 
Arne's  sister,  Susanna  Gibber,  took  the 
leading  role  and  sufficiently  impressed  Handel 
to  gain  a  further  invitation  to  sing  in  Messiah; 
joined  by  her  sister-in-law,  Cecilia  Young 
Arne,  Mrs  Gibber  was  also  heard  in  a  recital 
of  Handel  solos  and  duets  later  in  the  year. 
The  enthusiasm  and  co-operation  that  Handel 
encountered  at  every  point  during  his  ten- 
month  stay  must  have  been  very  heartening 
to  the  wean  warrior. 

Upon  returning  to  London,  Handel  resisted 
the  temptation  to  resume  composing  Italian 
operas,  and  instead  plunged  into  arrangements 
for  an  oratorio  subscription  season  beginning 
early  in  1743. 1  Ic  hired  Covent  Garden,  and  in 
February  inaugurated  the  series  with  Samson, 
which  was  warmly  received  in  spite  of  Horace 
Walpole's  cynical  post-mortem.  A  month 
later,  Messiah  was  performed.  Charles  Jennens 
had  not  travelled  to  Ireland  to  hear  it  the 
previous  year,  and  so  he  came  down  from  the 
Midlands  to  attend  the  London  performances. 
In  the  interim,  he  had  nurtured  resentments 
against  Handel  and  took  his  revenge  by  pro- 
fessing (in  his  correspondence)  his  dis- 
appointment in  the  music. 

Handel  suffered  another  stroke  in  April, 
eff  ectively  scotching  the  plans  of  those  (among 
them  the  Prince  of  Wales)  who  were  urging 
him  to  consider  composing  operas  for  the  next 
season.  Mercifully,  Handel  was  only  tem- 
porarily indisposed  and  soon  amazed  everyone 
by  producing  Semele  (to  a  text  bv  Congreve) 
in  a  mere  four  weeks  for  the  1744  season  at 
Covent  Garden.  He  had  cunningly  contrived 
a  musical  Sphinx,  neither  oratorio  (because  of 
its  erotic  secular  text)  nor  opera  (because  of 
the  prominent  chorus  and  the  lack  of  stage 
action).  There  was  outrage  among  many  that 
Handel  should  present  such  a  work  in  the 
guise  of  an  oratorio  and  when  I  landcl  and  the 
Prince  of  Wales  later  quarrelled  over  it  Handel 
was  quoted  by  the  Daily  Post  as  having  pro- 
nounced the  prince  'quite  out  of  his  good 
graces!' 

In  precarious  health  -  indeed,  his  eyesight 
was  soon  to  fail  him  and  eventually  any  new 
music  had  to  be  dictated  to  the  younger 
Smith  -  Handel  amazed  even  his  critics  by  the 


steady  stream  of  large-scale  works  he  con- 
tinued to  produce.  He  did,  however,  postpone 
composing  Joseph  and  his  Brethren  (1744),  but 
only  in  order  to  prepare  (during  the  summer 
of  1743)  a  Dettingen  Te  Deum,  celebrating 
George  II's  leadership  in  the  decisive  battle 
of  the  War  of  Austrian  Succession.  Hercules 
(which,  like  Semele,  Handel  was  careful  not 
to  call  an  oratorio)  and  one  of  his  favourite 
works,  the  ravishingly  beautiful  Belshazzar 
(Jennens),  followed  in  1745  at  the  King's 
Theatre,  but  were  not  enthusiastically 
received,  and  the  season  came  to  a  premature 
end. 

For  his  Covent  Garden  seasons,  Handel 
was  obliged  to  l(x>k  elsewhere  for  themes:  the 
Jacobite  rebellion  in  1745  provided  the 
impetus  for  the  more  successful  (though 
highly  derivative)  Occasional  Oratorio  (1746) 
and  the  three  militaristic  oratorios  on  mor- 
alistic texts  by  the  Rev.  Thomas  Morell  - 
Judas  Maccahaeus  (1747),  Joshua  (1748),  Alex- 
ander Balus  (1748)  -  that  followed.  In  Susanna 
( 1 749)  he  returned  to  a  lighter,  pastoral  theme, 
tinged  with  comedy.  Solomon  (1749)  wras  laced 
with  Georgian  panegyric,  Theodora  (Morell; 
1750)  with  Christian  martyrdom.  Jephtha 
(Morell;  1752)  conveys  suffering  (because  of 
his  deteriorating  sight,  Handel  laboured 
longest  on  this  work)  and  The  Triumph  of 
Time  and  Truth  (for  which  Morell  revised 
Pamphili's  earlier  text;  1757)  acceptance. 

In  1749  Handel  prepared  the  highly 
acclaimed  Music  for  the  Royal  Fireworks,  to 
accompany  the  festivities  at  Green  Park  in 
celebration  of  the  Treaty  of  Aix-la-Chapelle 
(a  preview  at  Vauxhall  Gardens  was  heavily 
attended).  The  first  performance  of  Messiah 
at  the  Foundling  Hospital  took  place  in  April 
1750,  thereafter  becoming  an  annual  event. 
That  summer  Handel  made  his  last  trip  to 
Halle  and  was  said  to  have  been  injured  en 
route  in  a  coach  accident. 

When  he  returned  he  settled  down  to 
compose  Jephtha,  but  in  the  course  of  working 
on  the  final  Act  II  chorus,  'I  low  dark,  O  Lord, 
are  thy  decrees,  All  hid  from  mortal  sight',  the 
sight  in  his  left  eye  failed  him.  He  continued 
to  work  -  performing  and  conducting  as  well 
as  composing  -  until  at  last  his  right  eye  inevi- 
tably began  to  fail.  Even  when  total  blindness 
came  in  1752  he  continued  to  perform  organ 
concertos  and  voluntaries  between  the  parts 
of  his  oratorios,  so  great  were  his  memory 
and  powers  of  improvisation.  He  remained 
involved  in  the  arrangements  for  perform- 
ances of  his  w  orks  up  to  his  death. 

When  death  came  on  14  April  1759,  Handel 
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was  ready.  He  left  a  carefully  detailed  will 
with  instructions  that  he  should  be  buried  in 
Westminster  Abbey;  Roubiliac  was  com- 
missioned to  sculpt  a  monument  which  can  be 
seen  today  in  Poets'  Corner.  Within  a  year  of 
Handel's  death,  the  Rev.  John  Mainwaring 
had  completed  the  Memoirs  of  the  Life  of  the 
Late  George  Frederic  Handel,  the  first  mono- 
graph devoted  to  a  composer,  which  was  fol- 
lowed by  Mattheson's  Georg  Friedrich  Handels 
Lebensbeschreibung  in  1761.  The  Lenten  ora- 
torio seasons  continued  under  the  direction  of 
Morell  and  J.  C.  Smith  the  younger,  who 
recycled  Handel's  music  in  pastiche  form. 
In  1784,  the  25th  anniversary  of  his  death 
and  only  a  year  short  of  the  centenary  of  his 
birth,  an  unprecedented  series  of  three 
commemoration  concerts  was  organized  at 
Westminster  Abbey  and  the  Pantheon,  cul- 
minating on  29  May  in  a  massed  performance 
at  the  Abbey  of  Messiah,  which  set  in  motion 
a  tradition  that  still  persists  today. 

Hare.  Music  publishers,  printers  and  violin 
makers  (father  and  son).  John  Hare  (d  1725) 
founded  the  business  in  1695  and  was  joined 
by  his  son  Joseph  (d  1733)  in  1722;  they  pub- 
lished jointly  until  1725.  Three  years  later 
Joseph  started  his  own  business,  having 
helped  his  mother  to  run  his  father's  firm  in 
the  interim;  his  own  wife  took  over  the  busi- 
ness after  his  death.  Both  Hares  maintained 
links  with  the  firm  of  John  Walsh. 

Harris.  Catholic  family  of  organ  builders,  of 
whom  Renatus  Harris  is  the  most  important. 
Thomas  Harris  (d  ("1685)  lived  and  worked  in 
Brittany  from  the  1640s  until  just  after  the 
Restoration,  when  he  and  his  family  returned 
to  England  to  restore  organs  damaged  during 
the  Commonwealth.  His  business  was  gradu- 
ally taken  over  by  his  ambitious  son,  Renatus 
[Rene]  (41652-1724),  who  challenged  the 
better-established  Father  Smith  for  the  chance 
to  buUd  an  organ  for  the  Temple  Church, 
London;  in  the  end  they  built  in  competition, 
but  because  Harris  was  said  to  have  damaged 
the  Smith  organ's  bellows,  he  was  disqualified. 
They  clashed  again  in  the  1690s  over  the  new 
organ  to  be  built  in  St  Paul's  Cathedral  and 
once  again  the  job  went  to  Smith;  Harris  had 
a  pamphlet  printed  in  17 12  which  described  a 
hypothetical  organ  he  wished  to  build  at  the 
west  end  of  the  cathedral  that  would  incor- 
porate pedals  and  six  keyboards,  the  last  of 
which  would  imitate  the  human  breath. 

Ironically,  Harris  organs,  with  their  French 
reed  voicing  and  excellent  action,  are  generally 
considered  to  be  superior  to  the  best  of 
Smith's.  His  most  important  instruments  were 
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built  for  the  Popish  Chapel  at  W  hitehall,  the 
cathedrals  at  Newcastle,  Bristol  and  Salisbury, 
and  St  James  Piccadilly.  He  was  succeeded  by 
his  son,  John  {d  1743),  and  son-in-law,  John 
Byficld,  who  built  an  important  organ  for  St 
Mary  Redcliffe  (Bristol):  it  incorporated  a 
record  number  of  speaking  pipes  (1,928),  and 
the  Great  Organ,  with  63  keys,  was  the  first 
English  organ  to  be  fitted  with  a  coupler. 

Hasse,  Johann  Adolf.  See  Northern  Europe 
4  Saxony  and  Thuringia:  Dresden. 

Haward.  The  most  important  English  family 
of  spinet  and  harpsichord  makers  during  the 
17th  century.  In  Mustek's  Monument  (1676), 
Mace  described  the  registration  pedals  of  the 
harpsichord  John  Haward  made  for  him.  An 
instrument  (1683,  with  a  lute  stop)  made  by 
Charles  Haward,  now  at  Hovingham  Hall,  is 
said  to  be  the  only  extant  English  harpsichord 
from  the  second  half  of  the  17th  century. 
Pepys  mentions  visiting  his  shop  to  inspect 
the  bentside  spinets  and  Queen  Anne  owned 
a  virginal  made  by  Charles. 

Hawkins,  Sir  John  (1719-89).  Attorney  (by 
profession  and  temperament),  amateur 
musician,  poet,  antiquarian  and  music  his- 
torian who  published  a  five-volume  General 
History  of  the  Science  and  Practice  of  Music. 
Hawkins's  complete  History  appeared  in  1 776, 
seven  months  after  the  publication  of  the  first 
volume  of  Charles  Burney's.  It  was  the  fruit 
of  many  years'  effort  and  dwelt  particularly  on 
the  achievements  of  the  1 7th  century,  though 
not  without  chronicling  the  musical  life  of 
18th-century  London  as  he  had  known  it. 
Hawkins  counted  among  his  friends  John 
Stanley,  William  Boyce  and  Pepusch  (whose 
vast  library  he  acquired  in  1763)  as  well  as 
Handel.  He  belonged  to  numerous  societies, 
including  the  Academy  of  Ancient  Music, 
where  he  mingled  with  musicians  of  the  day. 
In  the  course  of  his  writing,  he  conducted 
interviews  and  carried  on  research  at  the 
British  Museum,  the  Oxford  and  Cambridge 
libraries  and  in  private  collections. 

A  legacy  had  enabled  him  to  devote  himself 
to  writing;  nevertheless,  when  the  History 
appeared,  those  who  knew  him  were  amazed 
at  his  achievement.  He  was  not  a  particularly 
likeable  man  and  during  his  years  as  a  magis- 
trate was  considered  severe.  Partisans  of 
Burney  attacked  Hawkins  in  the  press  for  his 
17th-century  bias,  his  pompous  language  and 
his  digressions.  He  was  the  duller  writer  of 
the  two,  yet  more  fair  and  balanced,  and  with 
a  truer  historical  outlook.  Burney  himself 
wrote  a  malicious  satirical  poem,  which  cir- 
culated in  manuscript,  entitled  The  Trial  of 
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Midas  the  Second  or  Congress  of  Musicians' 
in  which  Science,  Taste,  Wit,  Candour  and 
Fame  prosecute  Hawkins,  who  is  condemned 
to  witness  the  dumping  of  his  effigy  and 
History  into  Fleet  Ditch. 

Haym,  Nicola  Francesco  (1678-1729). 
Roman  cellist  (of  German  descent),  composer, 
teacher,  editor,  opera  librettist  and  lively  anti- 
quarian who  made  London  his  home  from 
1 70 1  and  was  instrumental  in  popularizing 
Italian  music.  Haym  seems  always  to  have 
been  doing  several  things  at  once.  In  Rome  in 
the  late  1690s,  he  played  the  violone  in  Car- 
dinal Ottoboni's  orchestra  under  Corelli  and 
composed  at  least  two  oratorios  and  a  serenata. 
Upon  his  arrival  in  London  in  1701,  he 
entered  the  service  of  the  second  Duke  of 
Bedford,  for  whom  he  provided  chamber 
music  and  whose  library  he  augmented,  while 
joining  with  Charles  Dieupart  in  1705  to 
produce  the  first  Italian  opera  heard  in 
London  at  Drury  Lane  (Thomas  Clayton's 
Arsinoe).  Determined  to  establish  Italian 
opera  in  London,  Haym  played  in  the  orches- 
tra and  composed  or  arranged  supplementary 
music  as  needed.  He  also  found  time  to  coach 
singers  and  edit  Corelli's  opp.  1-4  for  Roger 
(published  in  Amsterdam  in  1705),  which 
along  with  his  own  sonatas  he  introduced  at 
Drury  Lane.  After  the  duke's  death  in  171 1, 
Haym  explored  other  avenues.  When  a  plan 
to  give  regular  concerts  at  the  York  Buildings 
fell  through,  he  presented  subscription  con- 
certs at  Hickford's  Rooms  instead. 

From  171 3  he  was  in  demand  as  a  librettist, 
adapting  Quinault's  Thesee  for  Handel's 
Teseo  -  the  first  of  many  texts  he  provided 
for  Handel  (including  Gwlio  Cesare  in  1724); 
Ariosti  and  Bononcini  also  employed  his 
librettos  after  he  replaced  the  controversial 
Paolo  Antonio  Rolli  as  official  librettist  and 
Italian  secretary  to  the  Royal  Academy  of 
Music.  While  in  the  service  of  the  Duke  of 
Chandos  (from  17 18),  he  played  the  string 
bass  and  composed  anthems  for  the  duke's 
chapel.  He  belonged  to  the  Academy  of 
Ancient  Music  during  1726-7. 

Heidegger,  Johann  Jakob  (1666- 1749). 
Swiss  impresario  known  for  his  taste,  judg- 
ment and  acumen;  he  was  instrumental  in 
popularizing  Italian  opera  in  London  in  the 
first  half  of  the  18th  century.  In  171 3 
Heidegger,  who  had  been  one  of  Queen  Anne's 
Life  Guards,  succeeded  Owen  Swiney  as  the 
manager  of  operatic  productions  at  Drury 
Lane;  six  years  later  he  was  involved  in  the 
foundation  of  the  Royal  Academy  of  Music, 
and  was  a  guiding  force  in  promoting  Italian 


opera  until  about  1745.  From  1720  to  1734  he 
collaborated  with  Handel,  but  in  1734  let  the 
theatre  to  Handel's  rival,  the  Opera  of  the 
Nobility;  when  in  1738  opera  subscriptions 
slumped,  Heidegger  did  not  hesitate  to  let  the 
theatre  to  Handel  for  performances  of 
oratorios.  He  also  profitably  rented  the  theatre 
for  masked  balls,  to  the  horror  of  the  Bishop 
of  London  (1724)  and  the  consternation  of 
government  officials.  He  basked,  no  doubt,  in 
the  notoriety  conferred  on  him  by  the  satires 
by  Hughes,  Fielding  and  Pope  and  the  cari- 
catures by  f  logarth  and  Goupy.  To  his  credit, 
he  gave  generously  to  charity  and  helped  many 
fellow  Swiss  immigrants. 
Hinges  ton,  John  (d  1688).  Organist,  viol 
player  and  composer  of  fantasy-suites,  who 
served  both  Cromwell  and  Charles  II.  Hin- 
geston  occupied  a  pivotal  position  in  17th- 
century  English  music:  he  was  a  pupil  of 
Orlando  Gibbons  and  the  teacher  of  Blow 
and  Purcell;  as  state  organist  and  a  private 
musician  to  Oliver  Cromwell  he  helped  pre- 
serve the  traditions  of  royal  music  during  the 
Commonwealth.  As  Master  of  Music  he  led 
the  musicians  in  silent  procession  at 
Cromwell's  funeral  in  1658.  Meanwhile  in 
1657  he  had  headed  a  six-man  'Corporation 
of  Music'  who  presented  a  petition  to  a 
'Committee  for  the  Advancement  of  Music', 
demanding  that  the  worsening  conditions 
under  which  musicians  worked  be  improved. 

Under  the  king's  policy  of  conciliation  at 
the  Restoration,  Hingeston  relinquished  the 
post  of  Master  to  Nicholas  Lanier  (who  had 
held  it  during  the  reign  of  Charles  I)  and 
accepted  lesser  appointments  as  a  viol  player 
and  the  person  in  charge  of  the  manufacture, 
repair  and  presentation  of  music  instruments 
at  court  (in  the  latter,  he  was  succeeded  by 
Purcell).  From  1 661  to  1666  he  was  a  member 
of  the  Chapel  Royal.  Of  his  music,  all  that 
survives  is  a  single  organ  voluntary,  two 
anthems,  two  manuscript  partbooks  for  180 
wind  pieces  dating  from  the  Commonwealth 
era  (Victoria  &  Albert  Museum)  and  37 
fantasy-suites  for  viols  and  violins  with 
viols,  modelled  on  those  by  John  Coprario, 
John  Jenkins,  William  Lawes  and  Matthew 
Locke. 

Hitchcock.  Family  of  spinet  and  harpsichord 
makers  working  in  London.  Thomas  Hitch- 
cock (d  before  1700)  and  his  two  sons 
Thomas  (c  1685-after  1733)  and  John  (d  1774) 
built  more  italianatc  (i.e.  shorter)  instruments 
than  Kirckman  and  Shudi.  The  oldest  sur- 
viving two-manual  English  harpsichord  (incor- 
porating two  eight-foot  stops,  a  lute  and  four- 
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foot  stop)  was  made  by  Thomas  Hitchcock. 
They  all  left  fine  examples  of  veneered  cases. 

Howard,  Samuel  (1710-82).  Organist  and 
composer  whose  songs  were  popular  at  Vaux- 
hall  Gardens.  Howard  was  trained  by  William 
Croft  at  the  Chapel  Royal  and  was  later  organ- 
ist at  St  Clement  Danes  and  St  Bride's.  He 
also  helped  Boyce  with  the  compilation  of  the 
massive  three-volume  anthology  of  Cathedral 
Music  (1760-73).  He  took  the  MusD  at 
Cambridge  in  1769. 

Hudson,  George  (1615/20-1672).  Instru- 
mentalist and  composer  who  contributed 
music,  along  with  Charles  Coleman,  for 
Davenant's  The  Stege  of  Rhodes  (1656).  His 
career  at  court  as  a  musician  'for  the  lutes  and 
voices  extraordinary'  was  abruptly  ended  by 
the  Civil  War;  at  the  Restoration  he  was 
reappointed  to  the  King's  Private  Musick  as 
a  violinist  and  composer  (see  Plate  15).  He 
was  a  member  of  the  Corporation  of  Musicians 
and  played  the  viol;  of  his  music,  only  some 
lyra  viol  pieces  and  suites  for  one  or  two  violins 
and  continuo  survive. 

Hughes,  Francis  (1666/7-1744).  Counter- 
tenor at  Drury  Lane  Theatre  from  1700  who 
sang  in  Clayton's  Arsinoe  (1705),  the  first 
English  opera  in  the  Italian  style,  and  was 
known  to  have  a  voice  capable  of  shattering  a 
drinking  glass.  Hughes  sang  the  leading  male 
role  in  Giovanni  Bononcini's  highly  acclaimed 
Camilla  the  following  year  and  in  the  less 
successful  Rosamond  (text  by  Clayton)  and 
Thomyris  (Pepusch's  arrangement)  in  1707. 
With  the  arrival  of  the  Italian  castratos, 
Hughes  was  less  in  demand.  He  became  a 
member  of  the  Chapel  Royal  Choir  in  1708 
and  thereafter  only  occasionally  appeared  in 
London  concerts. 

Hume,  Tobias  (d  1645).  English  soldier  who 
served  as  a  captain  in  the  Swedish  and  Russian 
armies;  also  a  viol  player  and  a  somewhat 
eccentric  composer  who  died  insane.  Two 
published  collections  for  the  'Gambo  ViolF 
(as  he  called  it)  are  all  that  survive  of  Hume's 
music:  The  First  Part  of  Ayres.  Captaine 
Humes  Musical!  Humors  (1605)  and  Captaine 
Humes  Poeticall  Musicke  (1607).  A  zealous 
amateur,  he  was  eager  to  promote  his  instru- 
ment as  capable  of  accompanying  itself  in  solo 
music  and  the  equal  of  the  lute;  here  he 
encountered  the  disdain  of  John  Dowland, 
who  in  A  Pilgrimes  Solace  (161 2)  replied  tartly 
to  Hume's  offending  remarks  which  appeared 
in  the  prefaces  to  his  editions.  Hume  was  a 
prankster  whose  most  notorious  composition 
was  'An  Invention  for  Two  to  Play  upone  one 
Viole';  two  bows  are  required  and  the  smaller 
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of  the  two  players  (preferably  a  lady)  is  obliged 
to  sit  in  the  lap  of  the  larger  (presumably  a 
gentleman).  The  work,  also  known  as  The 
Princes  Almayne',  notated  in  tablaturc,  is 
technically  possible  to  perform. 
Humfrey  [Humphrey],  Pelham  (1647-74). 
Cosmopolitan  Restoration  composer  who  held 
a  remarkable  number  of  important  posts  at 
court  and  in  the  City  of  London  before  his 
tragic  death  at  the  age  of  26.  Humfrey 's  gifts 
as  a  composer  were  evident  when  he  was  still 
a  chorister  in  the  Chapel  Royal:  the  texts  of 
five  early  anthems  were  published  in  1664 
and  he  was  conspicuously  better  paid  than 
his  contemporaries  John  Blow ,  Michael  Wise, 
William  Turner,  Robert  Smith  and  Thomas 
Tudway.  After  leaving  the  Chapel  Royal  in 
1664,  Humfrey  travelled  on  the  Continent 
where,  to  judge  from  his  music,  he  took  the 
opportunity  to  gain  a  command  of  Carissimi's 
expressive  vocal  style  and  Lully's  skill  at 
deploying  large  instrumental  and  vocal  forces. 

While  abroad  he  was  granted  an  appoint- 
ment as  a  royal  lutenist;  according  to  Pepys, 
he  returned  to  England  late  in  1667.  The  same 
year,  he  was  made  a  Gentleman  of  the  Chapel 
Royal;  in  that  capacity  he  sang  tenor  and  com- 
posed verse  anthems  in  his  own  expression  of 
the  Italian  (Hear,  O  heav'ns)  and  French  styles 
(O  give  thanks  unto  the  Lord).  In  addition,  for 
the  rest  of  his  short  life,  he  composed  odes  (less 
distinguished  than  his  anthems;  only  three, 
including  the  panegyric  When  from  his  throne , 
survive)  and  songs  for  court  entertainments 
and  plays  in  the  City. 

In  1670  he  was  elected  an  Assistant  of  the 
Corporation  of  Music  and  two  years  later  was 
made  a  Warden.  In  1672  he  gained  a  further 
appointment  at  court  (held  jointly  with 
Thomas  Purcell),  assisting  George  Hudson, 
as  a  composer  for  violin;  later  that  year  he 
succeeded  Henry  Cooke  (whose  daughter  he 
had  married)  as  Master  of  the  Children  of  the 
Chapel  Royal  (whom  he  taught  the  violin, 
lute  and  theorbo).  His  music  for  Shadwell's 
version  of  The  Tempest  (1674)  consisted  of  the 
song  'Where  the  bee  sucks'  and  two  masques, 
one  in  Lully's  come  die-ballet  tradition  and  the 
other  in  the  Anglo-Italian  style  of  Locke. 
Humphries,  [?J.  S.]  John  (n707-before 
^1740).  Violinist  and  composer  of  instru- 
mental chamber  music.  Humphries  was  one 
of  the  first  in  England  to  compose  for  wind 
instruments:  he  published  two  collections  of 
concertos  (1740-41)  in  which  oboes,  flutes, 
trumpets  and  horns  are  either  included  or 
optional. 

Jaye,  Henry  (ft  ^1610-67).  String  instrument 
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maker,  highly  praised  by  Thomas  Mace.  His 
viols,  in  particular,  have  always  been  admired 
and  sought  after  for  their  fine  craftsmanship 
and  soft,  velvety  tone. 
Jeffreys,  George.  See  British  isles  2  Prov- 
inces. 

Jennens,  Charles.  See  British  isles  2  Prov- 
inces. 

Johnson,  Robert  (a  583-1633).  Lutenist  to 
James  I  and  Charles  I  and  composer  of  inci- 
dental theatre  music.  From  1609  onwards 
Johnson  collaborated  with  William  Shake- 
speare at  the  Blackfriars  Theatre,  composing 
declamatory  ayres  for  Cymbeline,  The  Winter's 
Tale  and  The  Tempest  ('Where  the  bee  sucks'). 
He  also  contributed  dances  to  some  of  Ben 
Jonson's  court  masques.  For  the  lute  he  com- 
posed uncommonly  idiomatic  and  expressive 
pieces;  Thomas  Mace  later  compared  his 
playing  to  that  of  John  Dowland. 

Johnson,  Samuel  (?i6q8-?  1773).  Ambitious 
and  unconventional  dancing-master  from 
Cheshire,  also  known  as  'Maggotty  Johnson', 
whose  amateurish  burlesque  Hurlothrumbo,  or 
The  Super-Natural  ( 1 729)  created  a  sensation 
at  the  Little  Theatre  in  the  Haymarket  and 
set  in  motion  a  fashion  for  ridiculous  plots  and 
nonsensical  character  names.  Johnson  is  also 
known  for  the  effusive  and  satirical  open  letter 
to  Handel  he  published  in  1734. 

Jones,  Inigo  (1 573-1 652).  Gifted  architect 
of  buildings  and  stage  productions.  Although 
Jones  is  reckoned  the  most  important  architect 
of  the  English  Renaissance,  he  devoted  much 
of  his  energy  to  no  fewer  than  40  theatre 
productions  and  masques  (over  30  with  Ben 
Jonson)  in  his  various  capacities  as  co-author, 
producer,  machinery  operator  and  costume 
designer.  Among  the  musicians  with  whom  he 
collaborated  on  masques  were  Alfonso  Fcr- 
rabosco  the  younger,  John  Coprario,  Robert 
Johnson,  Thomas  Campion,  Nicholas  I.anicr 
and  the  Lawcs  brothers. 

Jones,  Richard  (d  1744).  Accomplished 
violinist,  who  from  1730  led  the  Drury  Lane 
Theatre  orchestra,  and  composer  of  italianate 
sonatas  and  suites  contained  in  two  highly 
idiomatic  collections  for  the  violin  and  one  - 
in  a  unusually  violinistic  style  -  for  the  harp- 
sichord. 

Jonson,  Ben  (1 572/3-1637).  Eminent  drama- 
tist, masque  librettist  and  poet.  Jonson  spent 
his  life  in  London,  writing  for  various  theatre 
troupes  and  the  court.  In  contrast  to  his  con- 
temporary, Shakespeare,  whose  plays  incor- 
porated popular  songs,  Jonson  wrote  lyrics 
which  he  had  specially  set.  He  engaged  some 
of  the  finest  English  composers  of  the  day: 


Alfonso  Ferrabosco  the  younger  (I'olpone, 
1606),  Robert  Johnson  (  The  Devil  is  an  Ass, 
1 61 6),  and  Nicholas  Lanier  {The  Sad 
Shepherd,  ^1630). 

Music  played  an  integral  part  in  his  lavish 

courtly  masques.  Between  1605  and  1631 
Jonson  wrote  25  masque  librettos,  most  of 
which  were  set  by  Ferrabosco  and  Lanier 
(Lovers  Made  Men,  161 7)  and  staged  by  Inigo 
Jones.  Although  no  complete  score  survives, 
some  of  the  music  is  preserved  in  tran- 
scriptions. His  poems  were  also  set  to  music, 
the  most  famous  being  John  Wilson's  version 
of  'Drink  to  me  onlv  with  thine  eves'. 
Keller,  Gottfried  [Godfrey]  (d  1704).  German 
musician  who  settled  in  London  at  the  end 
of  the  17th  century.  He  visited  Amsterdam  in 
1694  and  later  published  some  of  his  music 
there:  sonatas  for  wind  instruments  (originally 
composed  for  the  band  of  Princess  Anne  of 
Denmark)  in  1698  and  trios  in  1700  and 
1 70 1/2.  As  a  harpsichordist,  Keller  performed 
works  of  his  own  composition  at  the  Theatre 
Royal  and  at  the  York  Buildings  in  1703  and 
1704.  He  died  before  the  London  publication 
of  A  Compleat  Method  for  Attaining  to  play 
Thorough  Bass  upon  either  Organ,  Harpsichord 
or  Theorbo-Lute  in  1705-  Three  sonatas  com- 
posed for  the  trumpeter  John  Shore  survive 
in  manuscript. 

King,  Robert  (Jl  1676- 1728).  Violinist,  concert 
organizer  and  modest  composer.  King  held 
court  appointments  from  1680  until  1728, 
spanning  five  reigns.  In  1689  he  acquired  a 
licence  to  put  on  twice-weekly  public  concerts, 
first  at  Two  Golden  Balls,  Bow  Street,  and 
then,  from  1691  until  1697,  in  nearby  Charles 
Street.  In  the  early  years  he  was  associated 
with  J.  Wr.  Franck,  but  by  1698  had  formed  a 
new  partnership  with  the  younger  John  Ban- 
ister (whose  father  he  had  succeeded  at  court) 
to  present  concerts  at  the  York  Buildings  and 

at  the  Exeter  Exchange  (Lord  Exeter  was  his 
patron);  they  issued  a  collection  which  was 
printed  by  John  Walsh  in  1698  and,  between 
1700  and  1702,  sold  Roman  and  Amsterdam 
editions  of  Corelli  and  other  popular  Italian 
composers. 

Kirckman,  Jacob  (1710-92).  Alsatian  harp- 
sichord and  piano  maker,  working  in  London; 
he  and  the  Swiss  Burkat  Shudi  became  the 
most  sought-after  builders  of  English  instru- 
ments. As  an  apprentice,  Kirckman  worked 
alongside  Shudi  at  the  workshop  of  the 
Fleming  Hermann  Tabcl,  whose  widow  he 
married  in  1738;  he  became  a  British  citizen 
in  1755.  He  built  a  variety  of  instruments  - 
one-  and  two-manual  harpsichords,  spinets, 
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claviorgans,  pianos  and  square  pianos  -  and 
eagerly  experimented  with  extended  and 
enharmonic  keyboards,  machine  stops  and  lid 
swells.  Today,  his  instruments  have  a  more 
incisive,  nasal  tone  than  Shudi's,  but  they  are 
well  suited  for  a  wide  range  of  music  such  as 
that  of  Domenico  Scarlatti,  Rameau,  Handel, 
Arne,  J.  P.  Kirnberger  and  C.  P.  E.  Bach,  as 
well  as  that  of  J.  C.  Bach  and  Mozart.  Because 
of  the  machine  stops  (which  involved  hand 
and  foot  pedals  to  change  registration)  and  lid 
swell  (a  mechanism  operated  by  another  foot 
pedal  that  opened  a  section  of  the  top  lid  along 
the  bent  side,  thereby  increasing  the  instru- 
ment's volume),  the  inner  construction  of  his 
instruments  was  more  complex  than  the  con- 
temporary French  instruments  by  Taskin. 
Kr  em  berg,  Jakob.  See  Northern  Europe  7 
Itinerant  Musicians. 

Kiihncl,  August.  See  Northern  Europe  7 
Itinerant  Musicians. 

Kunzen,  Johann  Paul.  See  Northern 
EUROPE  /  North  Germany. 

Kusser,  Johann  Sigismund.  See  Northern 
Europe  7  Itinerant  Musicians. 

Lampe,  John  Frederick  (ci  703-1 751). 
Saxon  bassoonist  who  emigrated  to  Britain. 
There,  he  made  his  name  as  a  composer  of 
burlesques,  the  most  successful  of  which  was 
The  Dragon  ofWantley  (text  by  Carey)  in  1737 
which  satirized  Handel's  Giustino.  Lampe  had 
earlier  joined  Carey  and  the  Arnes  in  a  scheme 
to  dislodge  Italian  opera  from  the  London 
stage  and,  over  a  two-year  period  (1732-3), 
contributed  songs  to  four  English  operas  - 
Amelia,  Britannia  (in  which  Cecilia  Young 
made  her  debut)  and  Dione  at  the  Little 
Theatre  in  the  Haymarket,  and  The  Opera  of 
Operas  at  Drury  Lane.  In  addition  to  other 
theatre  works  (among  them,  a  comic  masque, 
an  operetta  and  two  pantomimes)  Lampe 
penned  two  treatises,  one  on  thoroughbass 
(1737)  and  another  on  harmony  (1740).  His 
friendship  with  the  Protestant  theologian 
Charles  Wesley  led  him  to  give  up  the  theatre; 
he  even  published  a  volume  of  hymns  on  Wes- 
ley's texts  (1748).  In  1748  he  and  his  wife 
moved  to  Dublin  and  from  there  to  Edinburgh 
two  years  later. 

Lampugnani,  Giovanni  Battista.  See  Italy 
10  Itinerant  Musicians. 

Lanier,  Nicholas  (1 588-1666).  Innovative 
songwriter,  singer,  violist,  lutenist  and  art 
connoisseur.  Lanier  came  from  a  musical 
family  of  French  origins  and  at  an  early  age 
gained  the  patronage  of  the  Earl  of  Salisbury 
and  of  the  Cecil  family.  He  entered  royal 
service  as  a  lutenist  in  1616  and  when,  in  1625, 
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Charles  I  acceded  to  the  throne,  he  became 
Master  of  the  King's  Musick.  He  travelled  to 
Paris  at  least  once  and  to  Italy  three  times 
(1625-8)  to  buy  works  of  art  on  behalf  of  the 
king.  While  in  Genoa,  Van  Dyck  painted  his 
portrait,  paving  the  way  for  the  painter's  visit 
to  the  court  of  Charles  I.  In  1656  Lanier 
published  a  book  of  etchings  from  drawings 
by  Parmigianino. 

His  gifts  as  a  composer  were  first  evident 
when  he  sang  an  ayre  of  his  own  composition 
in  Thomas  Campion's  masque  for  the  mar- 
riage of  the  Earl  of  Somerset  in  161 3.  This 
song,  'Bring  away  this  sacred  tree',  and  later 
an  extended  soprano  soliloquy  'Nor  com'st 
thou  yet'  (Hero  and  Leander)  may  have  been 
inspired  by  his  exposure  to  Italian  monodic 
music  while  in  the  service  of  the  Cecils.  In 
1 61 7  he  contributed  music  to  Ben  Jonson's 
masque  Lovers  Made  Men,  which  according 
to  Jonson  made  use  of  'stylo  recitativo'  for 
the  first  time  in  an  English  drama.  Lanier  is 
further  credited  with  having  introduced 
strophic  variations  over  a  repeated  bass  in  his 
setting  of  Carew's  'No  more  shall  meades  be 
decked  with  flowers'.  Little  of  his  music  sur- 
vives. 

Lanzetti,  Salvatore.  See  Italy  /  Piedmont- 
Savoy. 

Lawes.  Two  brothers  who,  during  the  mid 
17th  century,  were  the  leading  composers  of 
English  vocal  and  instrumental  music.  Henry 
(1596-1662)  and  William  Lawes  (1602-45) 
were  both  choristers  at  Salisbury  Cathedral. 
William  was  placed  in  the  home  of  the  Earl  of 
Hertford,  a  prominent  citizen  of  Salisbury, 
who  had  him  tutored  by  his  music  master  John 
Coprario;  it  was  at  the  earl's  Wiltshire  home 
that  William  met  the  future  Charles  I  who 
took  lessons  on  the  viol  with  Coprario.  This 
connection  flowered  and  William  was  made 
one  of  the  prince's  private  musicians.  When 
Charles  became  king  in  1625,  William 
improved  his  position  at  court.  The  following 
year  Henry  joined  the  Chapel  Royal  and  in 
1 63 1  became  one  of  the  king's  musicians  'for 
lutes  and  voices'. 

The  two  brothers  collaborated  on  music  for 
elaborate  court  masques,  such  as  The  Tri- 
umphs of  the  Prince  a"  Amour  (1636).  In  1634 
William  collaborated  with  Simon  Ives  on  the 
music  for  Shirley's  spectacular  masque  The 
Triumph  of  Peace;  his  instrumental  and  vocal 
music  for  Davenant's  Britannia  triumphans 
(1638)  deeply  influenced  the  degree  of  con- 
tinuity in  the  dramatic  music  of  the  next  gen- 
eration of  English  composers.  William  also 
composed  incidental  music  for  plays  given  by 
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the  King's  Men  at  the  Cockpit-in-Court  and 
Black  friars  theatres,  including  Jonson's  Enter- 
tainment at  Welheck  and  Fletcher's  The  Faith- 
ful Shepherdess  (1633).  Later,  John  Playford 
published  some  of  William's  songs,  catches, 
and  dance  tunes  in  miscellanies  (after  1650). 
Henry,  too,  wrote  incidental  music  for  plays 
given  at  Oxford  on  the  king's  visit  in  1636. 

William  was  also  an  important  composer 
of  consort  music,  of  which  some  autograph 
volumes  survive  in  the  Bodleian  Library, 
Oxford,  and  at  least  five  more  are  thought  to 
be  lost.  It  is  challenging  music,  more  idiomatic 
than  that  of  his  predecessors,  experimental  in 
its  harmony  and  counterpoint,  and  includes 
late  Renaissance-style  consort  suites  in  four  to 
six  parts,  suites  for  bass  viols  and  lutes,  and 
Baroque  fantasia-suites  in  three  or  four  parts 
for  violins,  viol  and  organ.  The  fantasia-suites 
are  the  English  counterpart  to  the  Italian  trio 
sonata,  offering  contrasting  textures,  lively 
interplay  between  parts  and  a  new  degree  of 
virtuosity.  The  'Royall'  consort  contains 
dances  grouped  in  suites;  the  'Harpe'  con- 
sorts for  violin,  viol,  theorbo  and  harp  are 
among  the  earliest  chamber  music  of  their 
kind.  When  the  court  retreated  to  Oxford  in 
1642,  William  enlisted  in  the  royalist  army 
and  rode  with  the  king  to  battle;  he  was  fatally 
wounded  at  the  siege  of  Chester  in  1645. 

Three  years  later,  as  a  tribute  to  his 
departed  brother,  Henry  published  a  col- 
lection of  Choice  Psalmes,  which  contained  30 
of  his  own  psalm  settings  as  well  as  30  by 
William,  plus  ten  sacred  canons  (none  of  Wil- 
liam's music  was  published  during  his  life- 
time). Henry  had  been  a  special  friend  of 
Milton,  for  whose  Arcades  (^1630)  he  com- 
posed songs  and  whom  he  had  urged  to  write 
Comus  (1634).  About  1648  Milton  composed 
a  sonnet  'To  my  Friend  Mr.  Henry  Lawes'. 
During  the  Commonwealth,  Henry  published 
three  collections  of  Ayres  and  Dialogues  and 
contributed  to  Davenant's  The  Siege  of  Rhodes 
(1659).  He  was  much  in  demand  as  a  teacher 
'for  the  Voyce  or  Viole'  and  held  music  parties 
in  his  home.  At  the  Restoration  he  recovered 
his  court  appointments;  his  anthem  Zadok  the 
priest  was  performed  at  the  coronation  of 
Charles  II. 

Len ton,  John  (d  1718).  Violinist,  singer,  com- 
poser at  the  courts  of  Charles  II,  James  II, 
and  William  and  Mary;  he  was  also  the  author 
of  an  early  violin  tutor,  The  Gentleman's  Diver- 
sion (1693). 

L'Epine,  (Francesca)  Margherita  de  (f  1683- 
1746).  Italian  soprano,  possibly  of  Huguenot 
extraction,   the   leading   female   singer  in 


London  when  Italian  opera  was  being  intro- 
duced there.  In  17 18  she  became  the  wife  of 
Pepusch.  L'Epine  enjoyed  success  in  London: 
a  tall  imposing  figure  on  stage,  she  was  a 
favourite  with  men.  She  arrived  in  1703  with 
her  lover,  the  German  composer  Jakob 
Greber,  but  left  him  soon  after  for  the  Earl  of 
Nottingham.  She  made  her  debut  (aptly)  in 
The  Fickle  Shepherdess  at  Lincoln's  Inn  Fields 
and  the  year  after  was  engaged  at  Drury  Lane 
where  a  rivalry  with  the  English  soprano 
Catherine  Tofts  was  fanned  by  their 
supporters.  The  two  appeared  in  Haym's 
highly  successful  1706  pasticcio  of  Bononcini's 
Camilla  and  in  Pepusch's  Thomyris  the  year 
after. 

In  1708  she  moved  to  the  Queen's  Theatre 
with  the  rest  of  the  company,  where  she 
remained  until  1714.  Though  she  sang  in 
almost  all  of  the  opera  productions,  she  was 
not  in  the  cast  of  Handel's  Rinaldo  in  171 1. 
Her  association  with  Pepusch  -  who  called  her 
'Hecate'  -  began  at  least  a  decade  before  their 
marriage;  she  sang  in  the  1707  performance  of 
his  ode  Britannia  and  Augusta  and  in  his  17 15 
masque  Venus  and  Adonis.  She  retired  in  1720. 
She  was  considered  an  excellent  harp- 
sichordist whose  performances  from  the  Fitz- 
william  Virginal  Book,  which  Pepusch  then 
owned,  were  warmly  praised. 

Leveridge,  Richard  (1670/71-1758).  The 
leading  English  bass  for  over  half  a  century 
and  composer  of  popular  songs.  Leveridge  had 
a  rich  and  varied  career  as  a  soloist,  appearing 
in  Purcell's  The  Indian  Queen  (1695),  then  - 
after  a  three-year  visit  to  Dublin  -  in  the  more 
italianatc  English  operas  (Arstnoe,  Camilla, 
Rosamond,  Thomyris  and  Love's  Triumph)  and 
the  fully-fledged  Italian  operas  of  Handel  (// 
pastor  fido,  T eseo  and  a  rev  ival  of  Rinaldo).  He 
much  preferred  to  promote  his  native  music 
and  as  a  composer  he  contributed  music  to 
The  Island  Princess  (1698),  then  sang  in  the 
performances;  at  much  the  same  time  he  pub- 
lished two  collections  of  songs.  From  17 14  to 
the  end  of  his  life  he  worked  at  the  theatre  in 
Lincoln's  Inn  Fields  where  he  helped  John 
Rich  to  popularize  the  latest  English  comic 
genre,  the  musical  afterpiece;  he  sang  in  his 
own  Pyramus  and  Thisbe  (1716).  His  annual 
benefit  concerts  were  well  subscribed  and  in 
the  1735  benefit  he  performed  his  ballad  The 
Roast  Beef  of  Old  England  for  the  first  time. 

Locke,  Matthew  (162 1/2-77).  Royalist  com- 
poser. When  the  Civil  War  broke  out  in  1642, 
Locke  was  in  Exeter  where  he  had  been  a 
chorister  at  the  cathedral.  He  learnt  to  play  the 
organ  and  became  friendly  with  Christopher 
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Gibbons,  whose  uncle  was  choirmaster;  he 
may  have  met  the  future  Charles  II  in  the 
Netherlands  (1646-8).  He  counted  John  Play- 
ford,  members  of  the  Purcell  family,  Sir  Roger 
L'Estrange,  Henry  Lawes  and  Christopher 
Simpson  among  the  friends  who  shared  his 
interest  in  consort  music.  Important  among 
the  collections  he  composed  during  the 
Commonwealth  are  the  Consort  'far  seaverall 
freinds1  and  The  Flatt  Consort  (exceptional 
in  being  set  in  flat  keys);  two  collections  of 
broken  consorts  and  the  well-known  Consort 
ofFower  Parts  date  from  the  Restoration. 

In  1656  Locke  collaborated  on  the  music 
for  Davenant's  The  Siege  of  Rhodes;  at  the 
performance  he  took  the  role  of  the  Admiral 
of  Rhodes.  Davenant  commissioned  further 
music  from  Locke  in  the  year  immediately 
following;  in  1659  Locke  revised  the  music 
that  he  and  Christopher  Gibbons  had  written 
for  Shirley's  masque  Cupid  and  Death,  which 
was  given  outdoors  in  Leicester  Fields. 
Locke's  theatre  connections  seem  to  have 
lapsed  during  the  later  1660s  as  he  became 
active  in  Restoration  court  music,  but  were 
renewed  in  1674  when  Shadwell  asked  him 
to  contribute  music  to  his  adaptation  of  The 
Tempest.  A  year  later  he  composed  all  the 
music  except  the  act  tunes  (by  G.  B.  Draghi) 
for  Shadwell's  Psyche,  or  The  English  Opera. 

At  the  Restoration,  Locke  acquired  three 
court  appointments,  though  not  within  the 
Chapel  Royal:  he  inherited  John  Coprario's 
post  of  private  Composer-in-Ordinary  and 
that  of  Alfonso  Ferrabosco  the  younger  as 
'composer  in  the  wind  music',  as  well  as 
becoming  a  composer  for  the  violin  band.  He 
contributed  music  for  Charles  IPs  coronation 
and  a  year  later  became  organist  to  the  queen, 
and  composer  of  dramatic  music.  Because  of 
the  king's  dislike  of  fantasias,  Locke  wrote 
none  for  the  court.  Instead  he  composed  at 
least  30  anthems  after  the  French  grand  motet; 
his  most  lavish  was  'A  Song  of  Thanksgiving' 
(1666)  which  required  three  four-part  choirs, 
a  five-part  string  orchestra  and  a  four-part 
consort  'in  the  Gallery'.  As  late  as  1674  Locke 
was  appointed  assistant  leader  of  the  Twenty- 
four  Violins  and  served  temporarily  as  Master 
of  the  King's  Musick  in  1676-7. 

However,  all  did  not  unfold  smoothly. 
While  in  Oxford  during  the  Great  Plague  of 
1665-6,  Locke  had  composed  music  for  the 
Oxford  Acts,  though  he  was  not  awarded  a 
degree.  In  1666  Locke  felt  that  the  Chapel 
Royal  musieians  had  deliberately  spoilt  a  per- 
formance of  his  setting  of  responses  to  the 
Ten  Commandments  so  he  published  them  as 
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Modern  Church-Musick  Preaccus'd,  Censur'd 
and  Obstructed  in  its  Performance  before  His 
Majesty.  Then  he  became  embroiled  in  a  pro- 
tracted (and  ultimately  undignified)  pamphlet 
war  with  Thomas  Salmon  over  the  latter's 
Essay  to  the  Advancement  of  Music  which  sug- 
gested the  abolition  of  clefs. 

Locke's  last  mo  publications  of  music  were 
his  only  serious  keyboard  collection,  Melo- 
thesia  (1673)  -  to  which  he  appended  the  first 
extant  rules  for  realizing  a  figured  bass  -  and 
Tripla  Concordia  (1677),  an  anthology  of  over 
100  pieces  for  two  violins  and  bass  violin.  On 
his  death  he  was  succeeded  as  Composer-in- 
Ordinary  for  the  violins  by  his  pupil  Henry 
Purcell,  who  dedicated  the  ode  What  hope  for 
us  remains  now  he  is  gone?  to  him. 

Loeillet,  Jean  Baptiste.  See  Low  countries 
2  South  Netherlands. 

Lonati,  Carlo  Ambrogio.  See  Italy  10  Itin- 
erant Musicians. 

Lupo,  Thomas  (ci  571-1627).  English 
musician  of  Italian  origin  and  composer  of 
anthems  and  motets  as  well  as  lute  songs, 
madrigals  and  consort  fantasias.  Lupo  became 
a  court  musician  (violinist  to  Prince  Charles) 
in  1588  and  from  1 619  to  1627  he  held  a  post 
as  composer  to  the  violins.  Between  1540  and 
1642,  seven  members  of  his  family  served  at 
the  English  court. 

Matteis,  Nicola.  Italian  father  (d  ?i~oi)  and 
English-born  son  (d  1 737)  of  the  same  name, 
violinists  and  composers:  the  father  popu- 
larized the  Italian  style  of  playing  in  London 
during  the  1670s  and  1680s;  the  son  became  a 
violinist  and  ballet  composer  at  the  Habsburg 
Hofkapelle  (1700-37). 

The  elder  Nicola  Matteis  worked  in 
Germany,  where  he  came  under  the  influence 
of  H.  I.  F.  von  Biber  and  J.  J.  Walther,  before 
settling  in  England.  In  1685  he  published  four 
books  of  airs  and  dances  for  the  accomplished 
violinist  with  prefaces  explaining  ornaments, 
bowings,  tempos  and  how  to  play  divisions; 
and  in  the  late  1690s,  two  collections  of  songs. 
He  published  a  thoroughbass  treatise  for  the 
guitar,  an  instrument  he  also  played,  entitled 
The  False  Consonances  of  Music  (1682). 

That  the  son  learnt  well  from  the  father 
is  evident  from  his  appointment  as  principal 
violinist  of  the  Viennese  Hofkapelle  and  music 
director  for  court  balls.  In  the  latter  capacity 
he  provided  music  for  59  ballets  appended  to 
opere  serie;  his  most  important  contribution 
was  incorporated  into  Fux's  Costanza  e  For- 
tezza,  performed  in  Prague  in  1723  for  the 

coronation  of  Charles  VI.  It  was  his  son  w  ho 
taught  Charles  Burney. 
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Maugars,  Andre.  See  Francl  /  Paris  and 
Versailles. 

Meares,  Richard.  London  instrument  makers 
(father  and  son),  music  printers  and 
publishers.  Richard  the  elder  (d  after  1722) 
made  viols,  lutes  and  other  stringed  instru- 
ments (labelled  from  1669),  highly  regarded 
for  their  craftsmanship;  he  embarked  on  print- 
ing and  publishing  around  1713,  employing 
Thomas  Cross  as  his  engraver.  By  contrast  his 
son,  Richard  the  younger  (d  1743),  was  more 
active  as  a  printer  and  publisher  than  as  a 
maker.  The  firm  became  one  of  Walsh's  chief 
rivals  and  its  publications  included  sonatas 
by  Pictro  Castrucci,  Corelli  and  Francesco 
Geminiani  as  well  as  Handel's  Radamtsto 
(1720). 

Morley,  Thomas  (1557/8- 1602).  Organist, 
composer,  theorist  and  editor,  important  for 
his  spirited  madrigals  and  for  two  pub- 
lications: A  Plaine  and  Easie  Introduction  to 
Practical!  Musicke  (1597),  dedicated  to 
William  Byrd,  and  The  Triumphes  ufOriana 
(1601),  which  contains  madrigals  dedicated  to 
Elizabeth  I  by  23  English  composers.  The 
former  summed  up  the  late  English  Renais- 
sance practices  while  the  latter  stimulated 
interest  in  the  late-flowering  English  madrigal. 

Motteux,  Peter  Anthony  (1663-17 18). 
Huguenot  refugee  who  settled  in  London,  a 
dramatist  who  wrote  masques  and  semi-opera 
librettos.  Motteux  became  an  English  subject 
in  1686.  In  1692  he  started  the  Gentleman's 
Journal,  the  first  monthly  of  its  kind,  which 
ran  for  two  years  and  included  remarks  on 
music  and,  significantly,  a  music  supplement. 
His  masque  librettos  were  set  by  John  Eccles 
(Europe's  Revels  for  the  Peace,  1697),  Richard 
Leveridge  and  John  Weldon  (who  both  set 
Britain's  Happiness,  1704).  More  important, 
he  wrote  for  some  of  the  earliest  productions 
of  opera  in  English:  The  Island  Princess  (  semi- 
opera  which  he  adapted  in  1698  from  Fletcher, 
with  music  by  Daniel  Purccll,  Jeremiah  Clarke 
and  Leveridge),  Thomas  Clayton's  Arsinoe 
(1705),  the  pasticcio  Thomyrts  (1707)  and 
Love's  Triumph  (1708),  originally  an  Italian 
opera. 

Needier,  Henry  (-1685-1760).  Amateur 
violinist  and  active  figure  in  London  musical 
circles.  Needier  is  thought  to  have  been  the 
pupil  of  Daniel  Purcell  and  John  Banister  the 
younger,  as  well  as  the  first  in  England  to 
perform  Corelli's  concertos.  In  1724  he 
became  an  accountant  general  but  from  1728 
was  a  member  of  the  Academy  of  Ancient 
Music. 

Newton,  Sir  Isaac  (1642- 1727).  Important 


English  scientist  who  briefly  took  an  interest  in 
Greek  music.  In  a  17-page  manuscript  dated 
1665  Newton  compared  the  intervals  of  the 
just  and  equal-tempered  scales  by  means  of 
logarithms  and  placed  the  'twelve  music 
modes  in  their  order  of  gratefulness'.  He  was 
the  author  of  a  short  essay,  Of  Music,  and 
dabbled  with  playing  the  viol. 

Nicolini.  See  Italy  10  Itinerant  Musicians. 

Norman,  Barak  (c  1670  1 1740).  String  instru- 
ment maker,  working  in  London,  whose  bass 
viols  (the  earliest  known  instrument  dates 
from  1690)  arc  highly  prized  for  both  their 
beauty  of  tone  and  appearance.  Norman's 
instruments  are  elegantly  shaped,  dark  brown 
in  colour,  with  elaborate  double  purfling  and 
colourful  floral  designs;  many  bear  exquisitely 
carved  heads.  He  also  made  lutes,  violins  and 
cellos. 

North.  Two  brothers,  lawyers,  writers  on 
music  and  amateur  viol  players.  Francis  North 
(1637-85)  was  a  courtier:  as  the  first  Baron 
Guilford  he  was  Charles  II's  Lord  Keeper  of 
the  Great  Seal.  He  was  also  an  accomplished 
practitioner  of  the  bass  viol  and  a  composer  of 
consorts.  Roger  North,  14  years  younger,  was 
a  Member  of  Parliament  who  rose  to  become 
the  Queen's  Attorney  General  under  James 
II;  he  was  a  viol  player  of  modest  ability.  For 
a  time  the  two  lived  together  in  London  where 
they  were  the  admiring  friends  of  Henry 
Purcell.  The  elder  brother  wrote  A  Philo- 
sophical Essay  of  Mustek  (1677)  couched  in 
scientific  terms;  nearly  50  years  later  the 
younger,  who  had  retired  to  Norfolk,  ex- 
pressed his  ideas  on  the  nature  of  music  in 
the  Theory  of  Sounds  (1726)  and  The  Musical! 
Grammarian  (1728).  Roger  was  a  prolific  and 
lively  writer  on  contemporary  aesthetics  and 
practices  as  well  as  the  history  of  music.  He 
left  a  detailed  autobiographical  essay  entitled 
Notes  of  Me. 

Notari,  Angclo  (« 573-1663).  Italian  com- 
poser in  the  service  of  Prince  Henry,  then 
Prince  Charles  (later  Charles  I),  who,  through 
the  publication  of  his  Prime  musiche  nuove 
(1613),  helped  introduce  the  monodic  style 
into  England. 

Paisiblc,  James  (d  1721).  French-born  com- 
poser working  in  London  from  1674  as  a 
recorder  and  oboe  player,  and  composer  of 
theatre  music.  He  was  also  a  bass  v  iolin  player 
and  a  member  of  the  Twenty-four  Violins. 
The  Duchess  of  Mazarin  (the  cardinal's  niece) 
employed  him  at  her  Chelsea  home,  and  he 
was  a  member  of  the  band  at  the  Theatre 
Royal,  Drury  Lane.  Paisiblc  played  in 
Crowne's  court  masque,  Calisto,  in  1675  and 
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two  years  later  composed  and  conducted  the 
music  for  the  king's  birthday  celebration  at 
Whitehall,  although  it  was  not  until  1685  that 
he  finally  gained  an  appointment  to  the  King's 
Musick. 

Pederson,  Mogens.  See  Northern  elrope  2 
Scandinavia. 

Peerson  [Pearson],  Martin  (157 1/3  1651). 
Keyboard  player  and  composer,  whose  edition 
of  motets  (1630)  was  the  first  English  music 
to  include  a  figured  bass  part.  Peerson  held 
London  posts  at  Westminster  Abbey  and  St 
Paul's  Cathedral  from  the  1620s  until  Catholic 
services  were  discontinued  because  of  the  Civil 
War  (1642).  In  1604  he  was  convicted  of  refu- 
sing to  attend  the  Church  of  England  (rec- 
usancy), though  he  must  have  claimed  to  be 
Protestant  in  order  to  gain  the  Oxford  BMus 
in  1613.  He  published  two  collections:  Private 
Musicke  (1620),  which  contained  ayres  for  solo 
voice  and  three  viols,  duets  and  dialogues; 
and  the  Mottects  or  Crave  Chamber  Musique 
(1630).  He  also  left  verse  anthems  and  virginal 
pieces. 

Pepusch,  Johann  Christoph  (1667- 1752). 
Prussian  composer,  theorist  and  an  early 
music  antiquarian  who  settled  in  England,  and 
was  awarded  a  DMus  at  Oxford.  His  most 
important  commercial  success  was  as  the  com- 
piler of  the  music  for  The  Beggar's  Opera 
(1728).  Pepusch  came  to  England  in  about 
1704,  having  served  at  the  Berlin  court  since 
the  age  of  14.  He  found  work  at  the  Drury 
Lane  Theatre  as  a  viola  player  and  harp- 
sichordist. He  provided  music  as  well,  such  as 
the  recitatives  for  the  italianate  opera  Thomyris 
(1707);  his  masque  Venus  and  Adonis  (171 5) 
was  very  popular.  Pepusch  also  composed 
English  cantatas  in  the  Italian  style  (such  as 
Alexis,  1 7 10),  which  were  performed  during 
the  intervals  at  Drury  Lane. 

He  was  also  employed  by  James  Brydges 
(later  the  Duke  of  Chandos)  as  his  music  direc- 
tor (until  the  early  1730s)  and  in  that  capacity 
composed  verse  anthems  and  other  sacred 
music  for  his  patron's  chapel.  Pepusch  was  a 
founding  member  of  the  Academy  of  Ancient 
Music  and  a  driving  force  in  its  organization. 
In  1 7 1 8  he  married  the  popular  Italian  soprano 
Margherita  de  L'Epine,  and  six  years  later 
sailed  for  Bermuda,  surviving  a  shipwreck 
before  returning  home. 

He  gained  popular  notoriety  by  collab- 
orating with  John  Gay  on  the  ballad  opera 
The  Beggar's  Opera,  which  was  produced  at 
Lincoln's  Inn  Fields  in  1728;  Pepusch  con- 
tributed the  overture  and  the  basses  for  the 
ballads.  The  Lord  Chamberlain  intervened 
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in  the  case  of  Polly  (1729)  and  banned  its 
performance  (it  was  finally  performed  only  in 
1777).  Pepusch's  last  ballad  opera  was  The 
Wedding,  which  was  performed  in  1729. 

Thereafter  he  devoted  himself  to  teaching 
and  antiquarian  pursuits.  He  amassed  a  large 
library  of  books  and  music  which  included 
the  Fitzwilliam  Virginal  Book  and  scores  of 
Handel  operas.  In  1730  he  published  A  Treat- 
ise on  Harmony  anonymously,  a  work  which 
was  somewhat  misguided  in  its  premise  that 
solmization  was  still  a  viable  way  of  teaching 
harmony.  William  Boyce  was  his  best-known 
pupil.  At  the  age  of  68  he  became  the  organist 
of  the  Charterhouse  and  at  79  a  Fellow  of  the 
Royal  Society.  Burney  and  Hawkins  wrote 
warmly  of  Pepusch  though  Burney  may  have 
given  the  erroneous  impression  that  Pepusch 
resented  Handel's  success  as  a  composer  of 
Italian  opera  in  London.  In  fact,  they  were 
colleagues  in  the  service  of  the  Duke  of 
Chandos  and  it  was  Pepusch  who  arranged  for 
Handel's  music  to  be  performed  at  meetings 
of  the  Academy  of  Ancient  Music.  See  also 
British  isles  /  London,  L'Epine,  Margherita 
de. 

Pepys,  Samuel  (1633- 1703).  English  civil 
servant  and  gentleman-amateur  of  music 
whose  diary  from  the  1660s  is  a  rich  source  of 
London  musical  life  at  the  beginning  of  the 
Restoration.  Though  a  naval  administrator  by 
profession,  Pepys  was  a  keen  amateur  com- 
poser and  performer  on  the  violin,  viol,  guitar, 
theorbo,  flageolet  and  recorder.  He  had  a  large 
library  that  included  the  treatises  of  Morley, 
Kircher,  Mersenne  and  Birchensha,  with 
whom  he  studied  composition  in  1662,  as  well 
as  vocal  and  instrumental  music.  Pepys  knew 
many  professional  musicians  and  there  are 
many  references  to  private  concerts  in  his 
diary,  as  well  as  to  his  own  efforts  to  make 
music.  Some  time  later  he  employed  Cesare 
Morelli  to  compose  accompaniments  for  his 
tunes  and  to  set  'To  be  or  not  to  be'  as  a 
recitative. 

Pescetti,  Giovanni  Battista.  See  Italy  4 

Venice. 

Philips,  Peter.  See  Low  countries  2  South 
Netherlands. 

Playford.  East  Anglian  family  of  music 
publishers  and  booksellers  in  London.  John 
Playford  (1623-86)  was  responsible  for 
popularizing  English  music  in  the  church  and 
home  during  the  period  1651-84,  when  he 
dominated  the  music  trade.  He  was  a  religious 
man,  a  clerk  to  the  Temple  Church  and  a 
vicar-choral  of  St  Paul's  Cathedral;  as  a  child 
he  had  learnt  music  as  a  chorister.  He  main- 
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tained  his  shop  in  the  porch  of  the  Temple 
Church,  and  at  his  death,  was  succeeded  by 
his  son  Henry  (ri657-fi707).  A  nephew,  also 
called  John  Playford  (41655  -1685),  was  the 
music  printer  who  acquired  the  firm  of  God- 
bid's  in  1682.  John  Playford  the  elder  was 
an  ardent  Royalist  who,  after  a  seven-year 
apprenticeship,  had  begun  his  career  by  pub- 
lishing political  tracts;  the  appearance  of  The 
Perfect  Narrative  of  the  Tryal  of  the  King 
(1649)  brought  about  his  arrest. 

Playford  became  well  known  as  a  music 
publisher  in  1651  when  he  issued  The  English 
Dancing  Master,  a  collection  of  ballad  airs 
which  was  still  being  issued  in  1728.  Among 
his  other  important  publications  are  A 
Musicall  Banquet  (1651),  Musick's  Recreation 
(1652),  Catch  that  Catch  Can  (1652),  A  Breefe 
Introduction  to  the  Skill  of  Mustek  (1654), 
Court  Ayres  (1655)  and  Apollo's  Banquet  for 
the  Treble  Violin  (1669).  Already  a  compulsory 
member  of  the  Yeomanry  of  the  Stationers' 
Company,  he  was  called  to  the  livery  in  1661 
and,  on  the  king's  command,  was  admitted  to 
its  court  of  assistants  in  168 1;  his  son  followed 
suit  20  years  later.  Henry's  most  important 
imprints  were  D'Urfey's  Wit  and  Mirth  (1699) 
and  Purcell's  Orpheus  Britannicus  (1702). 
On  the  death  of  the  father,  Henry  Purccll 
composed  the  Elegy  on  my  friend,  Mr  John 
Playford. 

Pope,  Alexander  (1688- 1744).  Famous  Cath- 
olic poet,  satirist  and  critic  (best  known  for 
An  Essay  on  Criticism,  171 1)  who  -  though  he 
professed  to  be  unmusical  -  collaborated  with 
Handel  (Esther),  Giovanni  Bononcini  (Marcus 
Brutus),  Gay  (Achilles  and  The  Beggar's 
Opera)  and  Maurice  Greene  (the  St  Cecilia's 
Day  Ode  of  1730). 

Porpora,  Nicola.  See  Italy  10  Itinerant 
Musicians. 

Porta,  Giovanni.  See  Italy  4  Venice. 

Price,  John.  See  Central  Europe  /  South 
Germany. 

Purcell,  Daniel.  See  British  isles  2  Provinces. 

Purcell,  Henry  (1659-95).  The  finest  and  most 
original  English  composer  of  his  day.  From 
the  beginning,  as  a  chorister  of  the  Chapel 
Royal,  Henry  Purcell  showed  himself  to  be  a 
musician  of  exceptional  gifts.  His  three-part 
song  'Sweet  Tyranness'  appeared  in  Play- 
ford's  Catch  that  Catch  Can  when  he  was  only 
eight;  anthems  and  services  for  the  Chapel 
Royal  survive  from  as  early  as  1679.  When  his 
voice  broke  in  1673  Purccll  became  an 
assistant  to  Hingcston,  keeper  of  Charles  II's 
keyboard  and  wind  instruments,  as  well  as 
an  organ  tuner  at  Westminster  Abbey.  He 


was  rewarded  for  his  efforts  by  being 
appointed  Locke's  successor  as  Composer-in- 
Ordinary  for  the  violins  in  1677  and  Blow's  as 
organist  of  Westminster  Abbey  in  1679  (in 
fact  Blow  -  his  mentor  and  friend  -  stepped 
down  to  make  way  for  the  infinitely  more 
gifted  youngster);  he  became  an  organist  of 
the  Chapel  Royal  in  1682  and  succeeded 
Hingeston  as  keeper  the  following  year.  His 
appointments  were  renewed  by  James  II 
(1685)  and  by  William  and  Mary  (1689). 

In  addition  to  his  duties  at  the  Chapel 
Royal,  Purcell  was  required  on  occasion  to 
compose  Latin  anthems  (such  as  the  dramatic 
Jehova,  quam  multi  sunt  hastes  mei  of  c  1680) 
for  the  royal  Catholic  chapels  of  Charles  IPs 
consort  and  the  private  worship  of  James  1 1 . 
Anthems  intended  for  performance  when  the 
king  was  present,  such  as  Rejoice  in  the  Lord 
alway  (1684/5),  are  augmented  by  soloists  and 
strings;  the  coronation  anthems,  notably  My 
heart  is  inditing  for  James  II,  are,  appro- 
priately, grandest  of  all,  with  extended  orches- 
tral interludes  dignified  with  French- 
influenced  dotted  rhythms.  Other  settings, 
such  as  the  rhetorical  Lord,  what  is  man?  or 
the  madrigalian  Out  of  the  deep  have  I  called 
(n68o)  suited  more  intimate  occasions  or  per- 
formance at  Westminster  Abbey.  In  contrast 
to  his  court  compositions,  his  services  and  his 
popular  Te  Deum  and  Jubilate  in  D  are  simpler 
(and,  on  the  whole,  less  distinguished). 

From  1680  until  his  death  Purcell  con- 
tributed a  steady  stream  of  allegoric  odes 
(beloved  for  their  ground-bass  arias)  and 
panegyric  welcome  songs  (which  made  use 
of  recorders,  oboes,  trumpets  and  sometimes 
timpani  in  addition  to  strings)  to  celebrate, 
inter  alia,  special  occasions  in  the  life  of  the 
royal  family;  his  best-known  ode  was  Hail, 
bright  Cecilia  (1692),  with  its  eulogies  of 
individual  instruments  and  superb  choral 
polyphony.  His  Elegy  on  the  Death  of  Queen 
Mary  (a  short  chamber  cantata)  and  his  larger- 
scale  Funeral  Music  for  Queen  Mary  (1695) 
present  an  important  facet  of  his  composing 
technique  -  an  exquisitely  sensitive  command 
of  chromaticism.  He  also  provided  italianate 
instrumental  music  (overtures,  sonatas, 
dances,  the  Cibell  and  the  Chacony)  at  court, 
where  the  viol  consort  had  not  been  welcome 
since  the  Restoration  (his  consort  music  from 
before  1680  -  fantasias  and  In  Nomincs  which 
remain  the  crowning  jewels  of  their  respective 
genres  -  was  composed  for  private  use).  His 
published  collection  for  violins,  bass  viol  and 
continuo,  the  Sonnatas  oj  III  Parts  (1683), 
was  dedicated  to  Charles  II;  in  1697  Purcell's 
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widow  issued,  for  the  same  combination  (but 
with  a  more  independent  viol  part),  the  Ten 
Sonata  s  in  Four  Parts  (composed  ri68o): 
these  include  the  popular  'Golden  Sonata'. 
Despite  his  organ  posts,  he  left  little  keyboard 
music  of  any  significance,  though  the  suites  of 
harpsichord  dances  are  the  finest  of  their  kind 
in  England. 

Purcell's  most  famous  work  is  the  three-act 
opera  Dido  and  Aeneas  (libretto  by  Nahum 
Tate)  of  1689,  which  was  conceived  for 
amateur  performance  by  the  singers  and  string 
players  (augmented  by  several  invited  tenors 
and  basses)  at  Josias  Priest's  Chelsea  boar- 
ding-school for  'young  gentlewomen'.  It  was 
to  be  his  only  sustained  musical  setting  of 
a  drama  and,  by  its  musical  contribution  to 
character  development,  a  worthy  successor  to 
Blow's  miniature  court  opera  Venus  and 
Adonis  (before  1685).  Dido  and  Aeneas  was  not 
given  in  public  until  1700  and  in  the  meantime 
the  general  London  theatre-going  public  of 
his  day  knew  only  Purcell's  semi-operas  (incor- 
porating spoken  dialogue  and  performed  by 
actor-singers),  of  which  there  are  four,  com- 
posed during  his  last  five  years  and  which 
show  Purcell  at  the  height  of  his  powers: 
Dioclesian  (based  on  Fletcher's  The  Prophetess, 
1690),  King  Arthur  (text  by  Drydcn,  1691), 
The  Fairy  Queen  (text  by  Elkanah  Settle  after 
Shakespeare,  1692)  and  The  Indian  Queen 
(Dryden,  1695).  Nowadays  they  are  generally 
known  only  in  musical  excerpts,  which  is 
unfortunate.  Essentially  they  are  dramas 
embodying  extended,  masque-like  musical 
scenes,  sometimes  quite  loosely  related  to  the 
main  drama;  yet  the  placing  of  the  music  - 
akin  to  that  of  the  divertissement  in  French 
dramatic  works  of  the  time  -  is  often  the- 
atrically very  effective.  The  successful  revival 
of  these  works  is  further  hampered  by  the 
supposed  weakness  of  the  plays  on  which  they 
are  based,  for  example  Settle's  heavily  rewrit- 
ten version  of  A  Midsummer  Night's  Dream 
and  Dryden's  tub-thumpingly  patriotic  King 
Arthur,  and  also  by  the  need  to  have  com- 
panies of  both  actors  and  singers  to  give  them. 
Some  of  Purcell's  finest  songs,  dances  and 
choruses  were  composed  for  the  semi-operas. 
He  also  wrote  a  great  deal  of  other  incidental 
theatre  music  from  the  1680s  onwards.  The 
music  for  Shadwell's  1695  adaptation  of  The 
Tempest,  once  ascribed  to  him,  is  now  thought 
to  be  mostly  the  work  of  John  Weldon. 

In  the  1698  edition  of  Orpheus  Britannuus, 
the  most  important  posthumous  anthology  of 
Purcell's  songs,  Henry  Play  ford  ascribed  to 
Purcell  the  'peculiar  Genius  to  express  the 
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Energy  of  English  Words';  his  solo  songs  - 
some  of  which  belong  to  the  dramatic  works  - 
were  largely  intended  for  trained  singers  who 
could  fully  realize  their  considerable  technical 
and  dramatic  demands.  Not  content  merely  to 
master  the  contemporary  Italian  and  French 
aria  forms  (da  capo,  rondeau  and  ground  bass) 
Purcell  masterfully  transformed  them  into  his 
own  idiom,  which  is  at  once  faithful  to  the 
text  and  musically  alive  with  florid  melodies, 
canonic  stratagems  and  richly  pathetic  har- 
monies. His  English  contrapuntal  heritage, 
interpreted  with  great  freedom,  seems  to  have 
endowed  him  with  a  special  capacity  for  hand- 
ling lines  in  such  a  way  as  to  produce  striking 
harmonic  effects,  which  he  often  used  to 
illuminate  the  words  he  was  setting  but  often, 
too,  simply  to  make  the  listener  catch  his 
breath  through  some  magical  conjunction  of 
lines.  I  lis  songs,  especially  his  more  dramatic, 
arioso-like  ones,  abound  in  such  moments;  but 
they  occur  in  all  his  music,  from  the  anthems 
to  the  bawdy  catches  he  wrote  for  the  convivial 
occasions  in  which  his  own,  much  admired 
countertenor  voice  must  often  have  been 
heard. 

His  tragic  death  at  the  age  of  36  was  marked 
by  a  funeral  service  at  Westminster  Abbey,  in 
which  the  combined  choirs  of  the  Abbey  and 
the  Chapel  Royal  commemorated  the  prema- 
ture passing  of  'the  English  Orpheus'. 
Ravenscroft,  John.  See  Italy  7  Papal  States: 
Rome. 

Ravenscroft,  Thomas  (n  582-^1635).  Pivotal 
editor  and  theorist,  though  of  little  lasting 
importance  as  a  composer.  Ravenscroft,  once 
a  chorister  at  St  Paul's  Cathedral  and  later 
music  master  at  Christ's  Hospital,  London, 
was  nevertheless  sufficiently  attuned  to 
popular  music  to  compile  the  first  printed 
collection  of  English  rounds  and  catches 
(Pammelia,  1609)  which  includes  vendors' 
cries  and  tavern  songs,  and  is  much  prized 
today  by  social  historians.  Five  years  later  he 
published  a  Briefe  Discourse  on  the  current 
misuse  of  mensuration  signs,  to  which  he 
appended  12  of  his  own  songs  (including  a 
cantata  in  West  Country  dialect).  In  1621  he 
issued  The  Whole  Booke  ofPsalmes,  containing 
105  settings,  which  came  to  be  considered  one 
of  the  most  important  psalters  of  the  day. 

Reggio,  Pietro  (Francesco)  (1632-85).  Ver- 
satile Italian  musician  from  Genoa  -  bass, 
lutenist  and  guitarist,  composer  and  teacher  - 
who  worked  at  the  Swedish  court  (1652-3) 
and  the  French  court  (1657)  before  finally 
settling  in  London  (1664).  He  took  part  in 
performances  at  the  homes  of  Pepys  and 


Copyrighted  material 


I 


15  Painting  until  recently  attributed  to  J.B.  Medina  (1650-1710);  traditionally  called  The 
Cabal,  but  more  likely  to  show  members  of  the  King's  Private  Music  (early  1660s). 


16  Musical  party  in  an  aristocratic  English  home;  painting  [c  1750)  by  an  artist  of  the  British 
School. 


17  Marriage  of  the  Princess  Royal  to  the  Prince  of  Orange  in  the  'French  Royal  Chapel'  (now  Queen's 
Chapel),  London,  on  14  March  1734;  engraving  by  J.  Rigaud  after  William  Kent.  For  this  occasion 
Handel  (the  princess's  music  tutor)  composed  his  wedding  anthem  This  is  the  Day;  musicians  can  just  be 
seen  in  the  gallery  above  the  altar. 
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19  Family  making  music;  painting  by  Jan  Miense  Molenaer  {c  1610-68). 


20  Set  design  by  Baccio  del  Bianco  for  the  celebration  scene  from  Juan  Hidalgo's  semi-opera 
Fortunas  de  Andromeda  y  Perseo,  performed  for  the  Madrid  court  in  1653.  The  guitarist  at  the 
front  may  have  accompanied  the  recitatives;  a  group  of  instrumentalists  is  seated  on  a  cloud  in  the 
background. 


21  Ferdinand  VI  and  Maria  Barbara  of  Spain  in  an  opera  setting  with  their  courtiers.  Domenico 
Scarlatti  and  Farinelli  are  among  the  musicians  in  the  gallery;  engraving  by  G.J.  Flipart  after  the 
painting  by  Jacopo  Amigoni  (1752). 


22  Caricature,  by  A.M.  Zanetti,  of  the 
castrato  Antonio  Maria  Bernacchi  singing  in 
Venice.  The  aria  is  from  G.M.  Capclli's 
Mithridate,  re  di  Ponto  (text  by  Pasqualigo, 
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23  Rehearsal  of  an  Opera  (c  1 709),  by  Marco 
Ricci,  one  of  a  complex  series  of  paintings 
executed  during  the  artist's  period  in  London 
as  scene  painter  at  the  Queen's  (later  King's) 
Theatre,  Haymarket.  It  has  been  suggested 
that  the  central  figure  may  be  the  castrato 
Nicolini,  and  that  the  rehearsal  is  of  Nicola 
Haym's  Pyrrhus  and  Demetrius.,  Ricci 
designed  the  1709  revival. 


24  The  violin  as  it  was  in 
1620,  with  short  fingerboard 
and  low  bridge,  held  against 
the  shoulder,  rather  than 
under  the  chin,  and  played 
with  a  short  French  dance 
bow.  Painting  (1620) 
attributed  to  Pietro  Paolini. 


25  Fretted  clavichord  with 
bass  short  octave  (the  lowest 
note  is  C  and  the  next  F,  with 
the  D  and  E  provided  by  the 
apparent  F  sharp  and  G 
sharp);  the  fretting  (several 
tangents  which  share  the  same 
string)  appears  to  be  in  twos, 
rather  than  the  threes  which 
is  more  usual  at  this  date. 
Painting  (1648)  by  Jan 
Barentsz  Muvckens. 


naterial 


26  Treble  recorder 
(behind)  and  oboe 
(with  clearly 
depicted  reed)  and 
a  tambourine  with 
both  jingles  and 
pellet  bells;  detail 
from  the  painting 
Saint  Cecilia 
Playing  the  Harp 
(1691)  by  Pierre 
Mignard. 


27  The  Bassoonist. 
This  picture 
presents  a  problem: 
if  the  painter  is 
indeed  I  larmcn 
Hals,  who  died  in 
1669,  the  bassoon  in 
its  full  Baroque 
form  is  earlier  than 
generally  believed, 
and  may 
conceivably  have 
been  developed  in 
the  Netherlands 
rather  than  in 
France. 


28  Trompette\  engraving 
from  Johann  Christoph 
WeigePs  Musicalisches 
theatrum  (c  1722).  Note  the 
differences  between  the 
German  trumpet,  as  here, 
and  the  English,  as  on  Plate 
30.  The  German  has  a 
sharper  flare  to  the  bell  and 
a  much  smaller  ball  on  the 
bell-yard  (almost 
imperceptible  here  but  just 
visible  behind  the  player's 
thumb). 

29  Paucke;  engraving  from 
WeigePs  Musicalisches 
theatrum  (c  1722).  Timpani, 
played  in  flamboyant  style 
as  was  the  custom,  with 
wooden  sticks  with  small 
disc  ends.  The  tuning  screws 
have  square  ends  to  which  a 
loose  key  must  be  applied  for 
tuning. 
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30  William  BulPs  trade  card  showing  powder  flasks  and  a  small  posthorn; 
below  them  a  trumpet  (the  elaborate  triple  ball  is  characteristic  of  the 
English  trumpet  at  this  period),  w  ith  the  end  view  of  its  mouthpiece,  and 
below  it  a  pair  of  kettle  drums  or  timpani  w  ith  banners  embroidered  for 
King  W  illiam  III;  to  the  right  is  a  french  horn  with  the  end  view  of  its 
mouthpiece  beside  the  bell,  and  inside  its  coil  an  ear  trumpet;  at  the 
extreme  right  is  a  hunting  horn  of  English  pattern;  below  all  is  a  speaking 
trumpet  or  megaphone,  which  may,  like  the  later  vamp  horn,  have  been 
used  also  by  singers.  William  Bull  was  Trumpeter  in  Ordinary  to  Charles 
II,  James  II,  and  William  and  Mary. 
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Evelyn  and  was  one  of  several  composers  who 
contributed  music  to  Shadwell's  adaptation  of 
The  Tempest  (1674).  He  published  a  collection 
of  songs  and  duets  in  1680  and  may  have 
issued  a  treatise  (now  lost)  on  The  art  of  singing 
(1678). 

Rich.  Father  and  son  theatre  managers  and 
entrepreneurs  in  London.  Christopher  Rich 
(d  1 7 14),  as  chief  shareholder  of  the  Theatre 
Royal,  Drury  Lane,  produced  both  plays  and 
operas  during  the  early  years  of  the  18th 
century  .  He  was  considered  an  opportunistic 
businessman  because  he  put  opera  before 
drama,  but  in  fact  dramas  lost  money  and 
operas  were  profitable.  To  enhance  his  musical 
productions  he  imported  musicians  and  paid 
them  higher  salaries  than  his  actors,  who  bit- 
terly resented  his  tactics. 

He  was  a  competitive  entrepreneur  who 
tried  to  trump  the  1705  opening  of  Vanbrugh's 
and  Congreve's  Haymarkct  theatre  with  a  pro- 
duction at  his  own  theatre  of  Thomas  Clay- 
ton's Arsinoe,  an  Italian  pasticcio  with 
awkward  English  translations.  Ironically, 
Vanbrugh  failed  to  capitalize  on  Rich's  mis- 
calculation; his  Queen's  Theatre  opened  with 
Greber's  The  Love  of  Ergasto,  which  failed 
miserably  because  it  was  sung  in  Italian.  In 
1706  Rich  presented  Camilla,  Bononcini's  first 
London  opera,  with  English  texts  and  native 
singers,  which  was  successful  in  shifting 
public  opinion  regarding  Italian  opera;  in  the 
process  Rich  nipped  in  the  bud  Congreve's 
efforts  to  revive  interest  in  English  dramatic 
opera  with  his  The  British  Enchanters  (music 
by  John  Eccles). 

His  son,  John  (1691/2-1761),  followed  his 
father  in  theatre  management,  but  he  was  also 
a  gifted  dancer  and  mime  artist  (always  billed 
as  'Lun').  From  1717-41  Harlequin  was  his 
principal  role,  and  he  is  generally  credited 
with  popularizing  pantomime  in  London; 
Theobald's  Pan  and  Syrinx  ( 1 7 1 8),  with  music 
by  J.  E.  Galliard,  was  one  of  many  successful 
productions.  John  Rich  managed  the  new 
theatre  at  Lincoln's  Inn  Fields  that  opened  in 
1714  and  its  successor,  the  first  Covent  Garden 
Theatre.  I  le  presided  over  the  success  of  the 
century,  The  Beggar's  Opera,  which  'made 
Rich  gay  and  Gay  rich'.  He  managed  Covent 
Garden  when  Handel  gave  the  premieres  of 
some  of  his  late  operas  and  many  of  his  ora- 
torios. 

Rolli,  Paolo  Antonio  (1687  1765).  Roman 
poet  who  supplied  Handel,  Giovanni  Bonon- 
cini  and  Nicola  Porpora  with  opera  librettos, 
a  contemporary  of  Metastasis  his  cor- 
respondence   (with    Giuseppe    Riva,  the 


Modenese  envoy  in  London)  contains  import- 
ant references  to  London  music  life  during 
the  first  half  of  the  18th  century.  The  most 
important  years  of  Rolli's  career  (1715-44) 
were  spent  in  London  where  his  patrons 
included  the  Duke  of  Rutland,  Lord  Bur- 
lington and  Lord  Bathurst,  and  the  Prince  of 
Wales.  He  was  a  neo-classicist  who  translated 
important  classical  and  Italian  texts  into 
English,  and  also  undertook  an  Italian  trans- 
lation of  Milton's  Paradise  Lost  (1720-35),  of 
which  he  was  very  proud.  In  1719  he  became 
the  Italian  secretary  to  the  Royal  Academy 
of  Music,  providing  ten  librettos  Handel's 
Floridante  and  Bononcini's  Astarto  among 
them  -  before  being  replaced  by  Nicola  Fran- 
cesco Haym  in  1722. 

He  counted  Bononcini  and  Senesino  among 
his  friends,  but  never  felt  he  had  gained  the 
respect  of  Handel,  whom  he  attacked  in  the  7 
April  1 733  issue  of  The  Craftsman;  his  efforts 
on  behalf  of  the  Opera  of  the  Nobility,  for 
which  he  served  as  secretary  from  1733  to 
1737,  did  little  to  improve  the  relationship, 
although  his  finest  libretto,  Deidamia,  was  set 
by  Handel  in  1741.  (Earlier,  in  1727-8,  he  had 
become  embroiled  in  a  dispute  with  Voltaire 
on  the  subject  of  epic  poetry.)  In  1735  the 
Italian  town  of  Todi  granted  him  a  patent  of 
nobility;  the  following  year  he  failed  in  a  bid 
to  succeed  Zeno  at  the  imperial  court  in 
Vienna.  He  retired  to  Italy  where  he  translated 
French  and  English  texts  into  Italian. 
Roseingrave,  Thomas  (1688-1766).  Brilliant 
organist  who  spent  time  in  Dublin  and  Venice. 
Roscingrave's  father  Daniel  (d  1727)  was 
organist  at  Gloucester,  Winchester  and  Salis- 
bury cathedrals  before  moving  his  family  to 
Dublin  in  1698.  Thomas  entered  Trinity 
College  in  1705  and  four  years  later  was  sent 
to  Italy,  where  he  remained  until  1714/ 15; 
his  younger  brother  Ralph  {c  1695-1 747) 
remained  in  Ireland  and  succeeded  their  father 
as  organist  of  Christ  Church  and  St  Patrick's 
cathedrals. 

While  in  Italy,  Thomas  became  friendly 
with  Domenico  Scarlatti  and  when  he 
returned  to  London  he  did  much  to  popularize 
his  music:  in  1720  he  mounted  a  production 
of  Scarlatti's  opera,  Amor  d'un  omhra  e  Gelosea 
d'un  aura  \\!arciso);  five  years  later  he  pub- 
lished his  own  (V  Suits  of  Lessons  for  the  harp- 
sichord and  in  1739  his  edition  of  Scarlatti's 
42  sonatas  (which  had  appeared  in  London 
the  year  before  as  Essercizi  per  gravicemhalo)  to 
which  Arne,  Boyce,  Greene,  Loeillet,  Pepusch 
and  Stanley  subscribed. 

Roseingrave  published  his  own  collection 
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of  Voluntaries  and  Fugues  in  1728  and  the 
following  year  became  organist  of  St  George's, 
Hanover  Square  (HandePs  parish  church) 
where  people  came  specially  to  hear  his  fugal 
extemporizations.  He  also  published  flute 
solos  and  Italian  cantatas.  After  his  health 
failed,  he  retired  to  Dublin  where  he  lived 
with  his  nephew  William.  In  1753  his  opera 
Phaedra  and  Htppolitus  was  presented  at  the 
Fishamble  Street  Music  Hall. 
Saint-Evremond,  Charles  de  Saint-Denis 
(1614-1703).  French  aesthetician  exiled  in 
England.  Saint-Evremond  fled  France  during 
the  Fronde,  taking  up  residence  in  Flanders 
before  finally  being  received  at  the  court  of 
Charles  II.  In  London  his  home  became  a 
fashionable  meeting  place  for  intellectuals.  His 
writings  on  music,  published  in  Paris  in  1684, 
deal  mainly  with  his  views  on  opera  -  express- 
ing his  preference  for  spoken  drama  with 
music  over  entirely  sung  works,  and  his  fond- 
ness for  the  French,  rather  than  the  Italian, 
style. 

Salle,  Marie.  See  France  /  Paris  and  Ver- 
sailles. 

Sammartini,  Giuseppe  (1695- 1750).  Much 
admired  Italian  oboist,  who  emigrated  to 
England  in  1728,  and  composer  of  sonatas  and 
concerts;  the  elder  brother  of  the  Milanese 
Giovanni  Battista  Sammartini.  Quantz, 
Hawkins  and  Burney  wrote  of  the  fine  playing 
of  Giuseppe  Sammartini.  In  London  he 
played  in  the  opera  orchestras  of  both  Giov- 
anni Bononcini  and  Handel.  In  1736  he 
became  music  master  to  the  wife  and  children 
of  Frederick,  Prince  of  Wales.  He  published 
well-crafted  sonatas  and  concertos  in  the  con- 
servative English  style  (incorporating  tri- 
partite French  overtures  and  transitional  slow 
movements)  which  by  their  minuets  and 
rondos  also  anticipate  the  Classical  era. 

Sandoni,  Pietro  Giuseppe.  See  Italy  7  Papal 
States:  Bologna-Ferrara. 

Senesino.  See  Italy  10  Itinerant  Musicians. 

Shadwell,  Thomas  (?  1642-02).  Poet,  drama- 
tist, lutenist  and  song  composer  who  helped 
to  foster  semi-opera  in  London.  Shad  well's 
first  important  foray  into  musical  theatre  was 
in  1674  when  his  verses  (set  by  John  Banister 
and  Pelham  Humfrey;  Matthew  Locke  and  G. 
B.  Draghi  also  provided  music)  were  included 
in  the  Davenant-Dryden  operatic  adaptation 
of  Shakespeare's  The  Tempest,  performed  at 
the  Dorset  Garden  Theatre.  Within  the  year 
he  adapted  Moliere's  Psyche  (1675)  as  a  semi- 
opera,  expanding  the  plot,  employing  stage 
machinery  and  dancers,  and  integrating  music 
into  the  plot.  He  incorporated  music  into  at 
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least  two  other  plays,  The  Libertine  (1675)  and 
Timon  of  Athens  (1678),  and  Purcell  con- 
tributed new  songs  to  their  revivals.  In  1689 
he  succeeded  Dryden  as  poet  laureate  and 
historiographer  royal,  following  a  bitter 
dispute;  Robert  King  set  Shadwell's  St  Ceci- 
lia's Day  Ode  text  of  1690. 
Shakespeare,  William  (1565-1616).  Famous 
English  dramatist.  Shakespeare  used  con- 
temporary' popular  music  as  well  as  newly 
composed  incidental  music  in  many  of  his 
plays.  On  stage,  musicians  served  to  con- 
tribute to  the  atmosphere  of  banquets,  pro- 
cessions and  battles  while  off  stage  they  lulled 
characters  (such  as  Mortimer  in  Henry  IV)  to 
sleep  and  intensified  the  emotional  climate  of 
a  wedding  {The  Tempest)  or  a  reconciliation 
between  lovers  (The  Winter's  Tale).  Shake- 
speare gave  lyrics  to  characters  -  originally 
played  by  actors  who  could  sing  (like  the 
gravedigger  in  Hamlet  and  the  fool  in  King 
Lear). 

Although  composers  such  as  John  Wilson 
and  Robert  Johnson  provided  Shakespeare 
with  newly  composed  music,  Shakespeare 
clearly  referred  in  his  plays  to  popular  songs, 
whose  texts  he  adapted  to  the  dramatic  needs 
of  the  particular  scene.  He  seems  never  to 
have  quoted  songs  literally  or  in  their  entirety. 
When  plays  such  as  The  Tempest  and  Macbeth 
were  revived  later  in  the  17th  century  in 
rewritten  form,  to  suit  the  tastes  of  the  age, 
newer  music  by  a  number  of  composers  was 
substituted.  In  the  18th  century  Arne  and 
Boyce  contributed  music  to  productions  at 
Drury  Lane  and  Covent  Garden. 
Sherard,  James  (1666- 1738).  Wealthy 
London  apothecary  and  botanist  (who  created 
and  maintained  a  specimen  garden  of  rare  and 
exotic  plants),  amateur  violinist  and  composer 
of  respectable  Corellian  trio  sonate  da  chiesa. 
Along  with  Nicola  Haym  and  Nicola  Cosimi, 
Sherard  was  associated  with  the  second  Duke 
of  Bedford,  for  whom  he  composed  the  trio 
sonatas  he  published  in  Amsterdam  in  1701 
and  41711. 

Shirley,  James  (1596- 1666).  Dramatist, 
remembered  for  his  contribution  to  the  final 
flowering  of  the  masque,  of  which  much  the 
most  important  were  The  Triumph  of  Peace, 
with  music  by  William  Lawes  and  Simon  Ives 
(performed  by  the  Inns  of  Court,  at  Whitehall, 
and  the  Merchants'  Hall  in  quick  succession 
early  in  1634),  and  Cupid  and  Death,  with 
music  by  Locke  and  Christopher  Gibbons 
(first  performed  as  entertainment  for  the  Por- 
tuguese ambassador  in  1653). 

Shudi,  Burkat  (1702-73).  Highly  respected 
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Swiss  harpsichord  maker,  working  in  London, 
in  competition  with  Jacob  Kirckman  who,  like 
himself,  had  been  trained  by  Hermann  Tabel. 
Shudi  built  single  and  double  harpsichords 
with  four  registers,  prized  for  their  rich  tone. 
John  Broadwood  assisted  him  from  1 76 1  and, 
after  marrying  his  daughter,  became  a  partner 
in  the  firm  (which  later  became  the  Broadwood 
piano  firm).  In  1769  he  patented  his  'Venetian 
swell'  mechanism  which  enabled  the  instru- 
ment's volume  to  be  varied  by  a  foot  pedal 
controlling  longitudinal  louvres  above  the 
strings.  His  clients  included  Handel,  Fred- 
erick the  Great  (for  whom  he  built  three  or 
four  instruments  with  pedal-operated  machine 
stops  for  changing  manuals),  the  Empress 
Maria  Theresa  (her  keyboard  extended  down 
to  low  C),  Haydn,  Burney  and  Clementi,  as 
well  as  the  painters  Gainsborough  and  Rey- 
nolds; his  instruments  were  exported  as  far 
away  as  Portugal,  Italy  and  Russia. 

Simpson,  Christopher  (c  1 605-1 660.).  York- 
shire viol  player,  composer,  teacher  and 
important  writer  on  music,  famous  for  The 
Division-violist  (1659).  Simpson  was  the 
leading  exponent  of  English  viol  playing  of  his 
day,  a  devoted  teacher  in  the  sense  that  he 
produced  two  extremely  practical  texts:  the 
above-mentioned  tutor  on  performing  div- 
isions over  a  ground  bass  and  The  Principles 
of  Practical  Music  (1665),  which  addresses  the 
rudiments  of  music,  harmony  and  counter- 
point. (When  he  revised  it  in  1667  he  called 
it  A  Compendium  of  Practical  Musuke.)  His 
students  were  his  patrons,  minor  aristocracy  - 
the  Duke  of  Newcastle,  Sir  Robert  Bollcs  and 
his  son  John,  and  Sir  John  St  Barbe  -  to  whom 
he  dedicated  his  publications.  He  composed  a 
wide  variety  of  music  for  viol,  from  teaching 
ayres  to  virtuoso  divisions  as  well  as  two 
remarkable  sets  of  chamber  music  for  one 
treble  instrument,  two  bass  viols  and  continue 
entitled  The  Monthes  and  The  Seasons. 

Simpson,  Thomas.  See  Northern  f.i  ropf 
/  North  Germany. 

Smith,  'Father'  (Bernard)  [Schmidt, 
Bernhard]  (4-1630-1708).  German  organ 
builder  resident  in  London  who,  in  addition 
to  building  organs  in  the  most  important  chur- 
ches and  chapels  in  England,  was  in  the  service 
of  the  king.  Father  Smith  worked  in  the 
Netherlands  (where  he  was  known  as  'Baerent 
Smit')  before  coming  to  England  after  the 
Great  Fire  of  London.  The  experience  he 
gained  w  hile  in  the  northern  Netherlands  was 
evidenced  in  his  later  instruments  by  their 
sweetness  and  brilliance  of  tone,  the  use  of 
divided  sharps  and  the  absence  of  pedals.  1  lis 


first  job  in  London  was  as  an  organ  tuner  at 
Westminster  Abbey,  but  his  reputation  as  a 
builder  was  firmly  established  with  a  com- 
mission to  build  an  organ  for  the  Sheldonian 
Theatre,  Oxford  (1670-71).  Further  orders 
quickly  followed,  such  as  that  for  the  king's 
private  chapel  at  Windsor  in  1673  and  another 
for  St  Margaret's,  Westminster  (1675  7). 
Royal  acknowledgment  finally  came  with  an 
appointment  as  the  King's  Organ  Maker  in 
1 68 1  and  Keeper  of  the  King's  Organs  in 
1695. 

In  1682  Smith  became  embroiled  in  a 
'Battle  of  the  Organs'  with  the  younger  builder 
Renatus  Harris,  whose  more  flamboyant 
organs  were  French-inspired.  Smith  and 
Harris  were  both  approached  about  building 
a  new  organ  for  the  Temple  Church,  London; 
to  represent  their  work,  each  set  up  an  organ 
for  the  consideration  of  the  Church  benchers. 
However,  Smith's  was  mysteriously  sabotaged 
and,  after  a  long  and  acrimonious  dispute,  the 
Lord  Chief  Justice  ruled  in  favour  of  Smith 
in  1688.  Among  the  most  important  organs 
Smith  built  were  those  for  St  Paul's,  Durham 
and  Canterbury  cathedrals,  the  Banqueting 
House  (Whitehall),  St  Clement  Danes 
(London),  Eton  College  Chapel,  Christ 
Church  (Oxford),  Great  St  Mary's  and 
Trinity  College  Chapel  (Cambridge). 
Smith  [Schmidt].  German  father,  Johann 
Christoph  [Schmidt]  (d  1763),  who  served  as 
Handel's  copyist  and  amanuensis  in  London 
from  1 716  onwards,  and  son  John  Christopher 
(1712-95),  an  organist  and  composer.  In  1759 
the  elder  Smith  inherited  Handel's  huge  col- 
lection of  manuscripts,  which  passed  to  his 
son  upon  his  death  four  years  later.  Apart 
from  a  few  lessons  w  ith  I  landel  in  1725,  Smith 
the  younger  had  little  directly  to  do  with 
Handel  until  the  mid  1750s  when  he  took  on 
the  unpaid  post  of  organist  at  the  Foundling 
Hospital  where,  from  1759  until  1768,  he  con- 
ducted the  annual  performances  of  Messiah. 
In  return  for  a  pension,  Smith  bequeathed  all 
his  I  landcliana  to  George  III  so  that  it  passed 
into  the  Royal  Music  Library. 

Smith  followed  his  father  to  England  in 
1720  and  in  addition  to  his  lessons  with 
Handel,  studied  with  Pepusch  and  Thomas 
Roseingrave  (with  whom  he  lodged  in 
Wigmorc  Street).  In  the  early  1730s  Smith 
became  involved  in  the  Arne  familv's  efforts 
to  create  a  hybrid  italianate  English  opera: 
however,  his  contribution,  Ulysses  (1733), 
failed  to  survive  its  first  performance. 

Gentle  and  retiring  by  nature,  con- 
templative and  well  read,  Smith  shied  away 
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from  composing  f  urther  theatre  pieces  for  two 
decades;  when  he  returned  to  the  genre,  it  was 
evidently  with  little  expectation  that  his  operas 
would  be  performed.  He  was  an  intimate  of 
Dr  Arbuthnot,  in  whose  home  he  dwelt  for  a 
time  (and  where  he  met  Pope,  Swift  and  others 
of  that  remarkable  circle).  He  married  in  1736 
and  was  widowed  six  years  later.  He  lived 
abroad  for  a  time  in  the  late  1740s  in  Aix- 
en-Provence  and  Geneva,  where  he  became 
acquainted  with  Robert  Price  and  Benjamin 
Stillingfleet  (who  later  provided  him  with 
accommodation  and  oratorio  librettos). 

Back  in  London,  Smith  met  David  Garrick, 
who  commissioned  two  full-length,  all-sung 
Shakespearean  operas,  The  Fairies  (1755)  and 
The  Tempest  (1756),  for  the  Theatre  Royal, 
Drury  Lane.  Neither  was  very  successful, 
having  been  composed  in  a  post-Handclian 
style,  by  then  considered  old-fashioned. 
Garrick  himself  wrote  the  libretto  for  The 
Enchanter  (1760),  Smith's  last  Drury  Lane 
opera,  which  succeeded  better  -  partly  because 
of  the  exotic  plot  (Arne's  popular  1759  masque 
The  Sultan  had  already  whetted  the  public's 
appetite  for  harem  themes). 

After  the  death  of  Handel,  Smith  turned 
decisively  to  composing  and  conducting  ora- 
torios. With  Stanley  he  organized  the  annual 
Lenten  oratorio  performances  at  Covent 
Garden.  His  most  successful  work  was  Para- 
dise Lost  (1757-8;  text  by  Stillingfleet,  after 
Milton).  Like  the  operas  from  his  period 
abroad,  several  of  his  oratorios  were  never 
performed,  among  them  Judith  (text  by  Price) 
which  was  probably  pipped  at  the  post  by 
Arne's  1761  oratorio  of  the  same  name. 
Staggins,  Nicholas  (./  1700).  Court  violinist, 
flautist  and  Master  of  the  King's  Musick  (suc- 
ceeding Grabu  in  1674),  Staggins  organized 
all  the  major  musical  events  of  the  reigns  of 
James  II  and  William  and  Mary.  Although  he 
held  no  post  as  a  composer,  he  did  write  three 
royal  birthday  odes  and  songs;  his  most 
important  contribution  was  to  John  Crowne's 
Calisto,  performed  at  Whitehall  in  1675.  In 
1682  he  was  awarded  a  MusD  from  Clam- 
bridge. 

Stanesby.  Father  and  son,  woodwind  instru- 
ment makers  working  in  London  who,  with 
Bressan,  made  the  finest  English  flutes  and 
recorders.  The  elder  Thomas  ^1668-1734) 
and  his  son  Thomas  (1692- 1754)  were  regis- 
tered as  freemen  in  1716.  They  also  made 
oboes  and  bassoons;  the  only  surviving  double 
bassoon  was  made  by  Thomas  the  younger  in 
1739.  He  tried  to  prolong  the  vogue  of  the 
recorder  by  promoting  a  'C  Flute'  in  A  New 
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System  of  the  Flute  A'  Bee  or  Common  English 
Flute,  which  he  published  in  1732. 
Stanley,  John  (1712-86).  Remarkable  blind 
London  organist,  violinist,  conductor  and 
composer  whose  music  documents  the  tran- 
sition from  late  English  Baroque  to  a  pre- 
Classical  style.  Stanley's  musical  gifts  brought 
him  to  the  attention  of  Maurice  Greene  at  an 
early  age,  and  by  the  time  he  was  12  he  had 
found  employment  as  the  organist  of  All 
Hallows,  Bread  Street.  Other  London  posts 
followed,  and  in  1729  he  became  the  youngest 
person  ever  to  gain  the  Oxford  BMus  degree. 
He  was  blessed  with  an  extraordinary  memory 
and  was  said  to  be  an  excellent  card  player. 
Best  known  for  his  three  sets  of  organ  vol- 
untaries (1748-54)  with  which  he  entertained 
the  likes  of  Handel  while  organist  of  the 
Honourable  Society  of  the  Inner  Temple 
during  the  1730s,  Stanley  was  also  an 
accomplished  violinist,  who  regularly  directed 
concerts  at  the  Swan  Tavern,  Cornhill,  and  at 
the  Castle  in  Paternoster  Row.  He  married  in 
1738  and  became  a  teacher.  In  the  1740s  he 
published  string  concertos,  flute  sonatas  and 
two  of  his  three  collections  of  cantatas;  he 
later  arranged  the  concertos  for  the  organ  and 
composed  a  further  set. 

During  the  1750s  Stanley  conducted  Han- 
del's oratorios  in  the  composer's  stead,  and 
after  Handel's  death  in  1759,  he  took  on  the 
task  of  organizing  the  Lenten  oratorio  seasons 
at  Covent  Garden.  His  own  oratorios  - 
jfephtha  (.'1751  -2),  Zimrt  (1760)  and  The  Fall 
of  Egypt  0774)  -  inevitably  owe  much  to 
Handel.  Also,  beginning  in  1759,  Stanley 
became  briefly  associated  with  the  Drury  Lane 
theatre,  for  which  he  composed  incidental  and 
masque  music;  Arcadia,  or  The  Shepherd's 
Wedding  (1761)  is  the  only  work  that  survives. 
His  opera  Teraminta,  on  a  text  by  Carey,  was 
never  performed. 

In  1770  he  was  elected  to  a  governorship  of 
the  Foundling  Hospital  and  from  1775  to  1777 
took  charge  of  the  annual  Messiah  perform- 
ances. His  concertos  for  pianoforte  (or  organ 
or  harpsichord)  appeared  in  1775.  Four  years 
later,  Stanley  finally  gained  a  court  appoint- 
ment, succeeding  Boyce  as  Master  of  the 
King's  Band  of  Musicians;  in  this  capacity 
he  provided  a  steady  stream  of  odes  to  mark 
royal  occasions.  Gainsborough's  portrait  cap- 
tures Stanley's  strength  of  character  and 
integrity. 

Steftltin  [Stefkins],  Theodore  [Stoeffken, 
Dietrich]  (^1673).  Brilliant  German  solo  viol 
player  and  composer  who  spent  much  of  his 
career  in  England;  his  two  sons  -  Frederick 
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William  and  Christian  -  were  also  able  viol 
players.  The  first  mention  of  Steffkin  in 
England  was  in  1634  when  he  took  part  in  the 
masque  The  Triumph  of  Peace;  two  years  later 
he  gained  a  place  at  court  as  a  'musician  for 
the  consort  in  ordinary'.  He  spent  the  Com- 
monwealth years  in  Hamburg  and  took  up  his 
place  again  in  the  King's  Private  Musick  at 
the  Restoration. 

Strada  del  P6,  Anna  Maria  {ft  1720-40). 
Italian  singer,  renowned  for  her  three-octave 
compass  and  ability  to  convey  emotion,  who 
from  1729  until  1737  was  Handel's  leading 
soprano.  Handel  recruited  her  on  his  trip  to 
Italy  in  1729  where  she  had  been  singing  in 
the  opera  houses  of  Venice  and  Naples  (she 
was  married  to  Aurelio  del  P6,  manager  of  the 
S  Bartolomeo  theatre).  In  London  she  sang 
more  major  Handelian  roles  -  including  ora- 
torio roles  in  English  than  any  other  singer 
of  the  day  and  was  the  only  member  of  the 
Royal  Academy  company  not  to  defect  to  the 
Opera  of  the  Nobility  in  1733.  Handel's  stroke 
in  1 737  signalled  the  end  of  their  collaboration. 
During  the  summer  of  1738  she  returned  to 
Italy,  retiring  to  Bergamo. 

Tabel,  Hermann  (d  1738).  Netherlands  harp- 
sichord maker  working  in  London.  Tabel  was 
trained  in  his  native  land,  in  the  Ruckers- 
Couchet  tradition,  before  settling  in  London 
where  he,  in  turn,  trained  Burkat  Shudi  and 
Jacob  Kirckman.  Only  one  of  his  instruments 
(1721)  survives,  and  it  is  one  of  the  few  extant 
English  double  harpsichords  from  the  time.  It 
has  dogleg  upper-manual  jacks  and  a  lute 
stop,  characteristic  of  contemporary  Flemish 
instruments,  but  has  been  otherwise  heavily 
altered. 

Tate,  Nahum  (1652-1715).  Playwright,  edu- 
cated in  Dublin,  who  in  1689  provided  Purcell 
with  the  occasionally  vapid  libretto  for  Dido 
and  Aeneas  (the  opera  performed  at  a  Chelsea 
boarding-school  for  gentlewomen).  In  1692  he 
was  made  poet  laureate. 

Tofts,  Catherine  (^1685-1756).  The  first 
English  prima  donna.  In  1704  she  sang  in  a 
revival  of  John  Weldon's  prize-winning  Judg- 
ment of  Paris  and  the  following  year  joined 
the  Drury  Lane  company  as  an  opera  singer, 
taking  the  title  roles  in  Arsinoe  (1705),  Camilla 
(1706)  and  Thomyris  (1707).  Her  beauty  was 
renowned  and  her  voice  was  sweet  and  silvery- 
toned.  A  fierce  rivalry  between  'Mrs  Tofts' 
and  the  Italian  soprano  Margherita  de 
L'Epine  erupted  in  the  course  of  their  joint 
appearances  at  Drury  Lane.  In  1709  she  went 
to  Venice,  where  in  1716  she  married  Joseph 
Smith  (who  became  the  English  Consul  there 


and  whose  collection  of  Canalettos  is  pre- 
served at  Windsor  Castle). 
Tomkins,  Thomas.  See  British  isles  2 
Provinces. 

Tosi,  Pier  Francesco.  See  Italy  10  Itinerant 
Musicians. 

Tregian,  Francis  (1 574-1619).  Cornish  Cath- 
olic musician,  important  for  three  manuscript 
anthologies  which  he  meticulously  copied 
while  imprisoned  in  London's  Fleet  Prison  for 
recusancy.  The  most  famous  is  the  Fitzwilliam 
Virginal  Book;  the  remaining  two  contain 
sacred  and  secular  vocal  compositions  as  well 
as  dances,  some  of  which  are  unique  to  the 
manuscripts.  During  the  early  1590s  he  had 
served  Cardinal  Allen  (d  1 594)  as  his  chamber- 
lain in  Rome,  where  he  collected  Italian  music; 
jailed  in  1609,  he  surrounded  himself  with 
a  large  collection  of  books  and  manuscripts, 
which  his  family  was  able  to  recover  at  his 
death. 

Turner,  Robert  fTornar,  Roberto].  See 
Iberian  peninsula  and  colonies  2  Portugal. 

Turner,  William  (1 651-1740).  One  of  at  least 
two  musicians  of  the  same  name.  Chapel  Royal 
countertenor  and  composer  of  anthems. 
Turner  was  trained  at  Christ  Church,  Oxford, 
and  -  along  with  Pelham  Humfrey  and  John 
Blow,  with  both  of  whom  he  collaborated  on 
'The  Club  Anthem'  (1664)  -  at  the  Chapel 
Royal,  where  he  served  for  71  years  (from 
1669  until  his  death).  In  1672  he  joined  the 
King's  Private  Musick  and  over  the  next  two 
decades  was  regularly  heard  as  a  soloist  in 
performances  of  celebratory  odes  by  Blow  and 
Purcell.  In  1674  he  sang  in  Shadwell's  famous 
London  production  of  The  Tempest.  He  held 
minor  posts  at  St  Paul's  Cathedral  and 
Westminster  Abbey  and  in  1696  was  granted 
the  Cambridge  MusD. 

Valentine,  Robert.  See  Italy  7  Papal  States: 
Rome. 

Vcracini,  Francesco  Maria.  See  Italy  6 

Tuscany. 

Visconti,  Gasparo  (1683-11713).  Cremonese 
nobleman,  violinist  and  composer  who  worked 
in  London.  Visconti  studied  with  Corelli  for 
five  years  before  travelling  to  London  where 
he  made  his  way  as  a  soloist,  playing  in  theatres 
and  public  halls.  He  performed  at  court  with 
James  Paisible  and  published  Corellian 
sonatas  for  violin  (1703)  and  flute  (1704)  which 
were  well  received.  He  returned  to  Cremona 
with  a  German  wife  about  17 13.  His  concertos 
(published  posthumously,  ri73o)  were  very 
much  influenced  by  those  of  Vivaldi. 

Walsh,  John  (c  1666- 1736).  Pre-eminent 
London  publisher  and  music  seller  of  his  day. 
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Walsh  began  as  an  instrument  maker,  turning 
to  publishing  in  1695.  He  deftly  filled  the 
place  left  vacant  by  John  Playford  (d  1686), 
unhindered  by  any  real  competition.  At  his 
premises  in  Catherine  Street,  Strand,  Walsh 
began  printing  on  a  scale  hitherto  unknown. 
He  was  a  shrewd  businessman:  he  published 
popular  music  and  cheap  tutors,  advertised, 
and  offered  subscription  issues  -  even  free 
copies  -  and  serialized  music  collections.  To 
reduce  the  cost  and  to  speed  the  printing 
process,  Walsh  used  pewter  plates  instead  of 
copper,  punches  instead  of  engraving,  and 
stock  title  pages. 

When  Handel,  newly  arrived  in  London, 
sought  a  publisher  for  Rinaldo  (171 1),  it  was 
to  Walsh  that  he  turned.  To  diversify  his 
offerings  further,  Walsh  pirated  Dutch 
editions  of  Continental  music  such  as  the 
Corelli  sonatas;  from  17 16  onwards  he  main- 
tained a  cordial  working  relationship  with  the 
Amsterdam  firm  of  Estienne  Roger.  In 
London  Walsh  was  associated  with  John  Hare 
until  1730  and  with  Peter  Randall  (his  brother- 
in-law)  from  1706  to  1710.  Walsh  was  suc- 
ceeded in  the  business  by  his  son,  John  ( 1 709- 
66),  who  published  all  of  Handel's  later  works, 
having  secured  the  exclusive  rights  for  a  period 
of  14  years  beginning  in  1739. 

Ward,  John.  The  name  of  a  number  of 
musicians  in  Canterbury  at  the  beginning  of 
the  17th  century.  One  John  Ward  (1571 -161 7) 
was  a  minor  canon  at  Canterbury  Cathedral 
and  later  a  household  musician  to  Sir  Henry 
Fanshawe  of  Essex.  He  composed  sacred 
music,  including  services  and  anthems,  of 
which  two  stand  out:  one  on  the  death  of 
Prince  Henry  {No  object  dearer,  161 2)  and 
another  on  that  of  Sir  Henry  (If  Heav'n's  just 
wrath,  1 6 16).  In  161 3  he  published  a  collection 
of  madrigals.  His  son  of  the  same  name  (early 
1590S-1630S)  was  a  chorister  at  the  cathedral 
and  attended  King's  School,  Canterbury, 
before  becoming  a  civil  servant  (Attorney  at 
the  Exchequer  for  Sir  Thomas  Fanshawe).  His 
idiomatically  conceived  fantasias  and  ayres  for 
viols  circulated  widely  during  his  lifetime. 
Thomas  Tomkins  dedicated  the  madrigal  Oft 
did  I  marie  (1622)  to  him. 

Watts,  John  (1678- 1763).  London  printer 
and  bookseller,  established  near  Lincoln's  Inn 
Fields.  Watts,  together  with  the  publisher 
Jacob  Tonson,  issued  the  first  and  subsequent 
editions  of  The  Beggar  s  Opera  (1728)  and  the 
six-volume  Musical  Miscellany  (1729-31),  the 
most  significant  pocket  songbook  of  its  day. 

Weideman,  Carl  Fricdrich  (d  1782). 
German  flautist  and  composer  working  in 
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London.  When  J.  J.  Quantz  arrived  in  London 
in  1727,  Weideman  was  already  well  estab- 
lished. Ultimately  he  was  made  a  member  of 
the  King's  Band  of  Musicians.  He  used  his 
success  to  promote  the  Royal  Society  of 
Musicians  of  Great  Britain  through  benefit 
concerts.  He  may  be  the  flautist  Hogarth 
incorporated  in  the  fourth  picture  of  Marriage 
a  la  mode.  He  composed  a  variety  of  slender 
flute  sonatas,  concertos  and  other  chamber 
music  that  nevertheless  reflect  his  contact  with 
Handel.  One  of  his  songs  gained  popularity  at 
Vauxhall  Gardens. 
Weldon,  John  (1 676-1 736).  Organist  and 
composer  who  in  1701  unexpectedly  (and 
probably  unjustly)  won  the  competition  to 
determine  the  best  English  composer  of  the 
day  -  beating  John  Eccles,  Daniel  Purcell  and 
Gottfried  Finger.  Weldon  held  appointments 
as  organist  of  New  College,  Oxford  (1694) 
St  Bride's,  London  (1702),  the  Chapel  Royal 
(1708)  and  St  Martin-in-the-Fields  ( 1714).  A 
pupil  of  Henry  Purcell,  he  composed  masques, 
odes,  songs  and  anthems.  His  winning  setting 
of  Congreve's  Judgment  of  Paris  secured  him 
an  appointment  as  Gentleman  Extraordinary 
of  the  Chapel  Royal  and  the  useful  exposure 
afforded  by  a  performance  at  Lincoln's  Inn 
Fields  (1702).  His  setting  of  The  Tempest 
(n7i2)  was  long  assumed  to  be  the  work  of 
Purcell. 

Woodcock,  Robert  (d  by  1734).  Recorder 
player  and  composer  who  published  a  set  of 
virtuoso  concertos  for  wind  and  strings 
(^1727),  which  were  popularized  by  such 
players  as  John  Baston  as  interval  pieces  in 
the  London  theatres. 

Young.  Family  of  musicians  flourishing  in 
the  1 8th  century;  within  one  generation,  two 
brothers  -  Charles  (ft  1700-20)  and  Anthony 
(b  1685)  -  were  organists  and  three  sisters 
were  singers.  Cecilia  (171 1-89),  later  Mrs 
Thomas  Arne,  studied  with  Francesco  Gem- 
iniani  and  then  joined  Handel 's  opera  company. 
She  sang  the  role  of  Athalia  in  the  first  London 
performance  of  Handel's  oratorio;  after  her 
marriage  in  1737,  she  sang  in  performances  of 
her  husband's  works  {Comus,  The  Judgment  of 
Paris  and  Alfred)  and,  with  her  sister-in-law 
Susanna,  in  1742  in  the  first  performance  of 
Handel's  Messiah,  in  Dublin.  Cecilia  was 
joined  in  Dublin  by  her  sister  Isabella  (fl  1730- 
53),  who  was  by  then  Mrs  J.  F.  Lampe.  Their 
sister  Esther  (Mrs  Jones,  fl  1739-62)  was  the 
contralto  who  took  the  roles  of  Juno  and  I  no 
in  the  first  performance  of  Handel's  Semele  in 
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(from  1695),  publisher  of  instrumental  col- 
lections and  tutors,  and  a  respected  violin 
maker;  in  171 5  he  and  his  son  Talbot  (c  1690- 
1758),  an  amateur  violinist,  joined  Maurice 
Greene  in  establishing  the  Philarmonica  Club 
(later  known  as  the  Castle  Society)  concerts, 
held  at  Young's  house  in  St  Paul's  Church- 
yard. 

Young,  William.  See  Central  EUROPE  3 
Austro-Hungary. 

Zenti,  Girolamo  (</  1668).  Italian  maker  of 
harpsichords,  spinets  and  organs  who  worked 
at  the  Swedish  (1 652^4),  French  (1660-62) 
and  English  (1662-4)  courts.  Fcrdinando 
de'  Medici  owned  six  of  his  instruments. 
Although  few  instruments  survive,  Zenti  is 
considered  to  be  the  first  to  build  bentside 
spinets  -  the  most  popular  domestic  keyboard 
instruments  in  late  17th-century  England. 

Zuccari,  Carlo.  See  Italy  10  Itinerant 
Musicians. 


2  The  Provinces 

Abell,  John.  See  British  isles  /  London. 

Alcock,  John  (17 15-1806).  Organist  at  Lich- 
field Cathedral,  author  and  composer.  Alcock, 
a  fellow  chorister  at  St  Paul's  with  William 
Boyce,  was  apprenticed  to  John  Stanley  (who 
particularly  influenced  his  instrumental 
music).  In  1752  he  attempted  to  set  in  motion 
the  quarterly  publication  of  a  service  in  score, 
to  replace  the  inaccurate  manuscripts  to  which 
his  fellow  cathedra]  musicians  had  recourse; 
only  his  own  service  in  E  minor  was  printed 
and  he  contented  himself  with  contributing 
to  Maurice  Greene's  collection  of  cathedral 
music  which  was  eventually  published  by 
Boyce.  That  Alcock  was  an  admirer  of  Greene 
can  be  heard  in  his  anthems.  Alcock  took 
BMus  (1755)  and  DMus  (1766)  degrees  at 
Oxford  and  under  the  pseudonym  John  Piper 
published  a  semi-autobiographical  novel  ( The 
Life  of  Miss  Fanny  Brown)  expressing  his  frus- 
trations at  being  exiled  to  the  Midlands. 

Aldrich,  Henry  (1648-17 10).  Dean  of  Christ 
Church,  Oxford,  a  scholar,  mathematician  and 
architect  as  well  as  a  music  collector  and  com- 
poser, largely  of  Catholic  music.  In  Oxford, 
Aldrich  designed  the  portal  at  the  old  Ash- 
molean,  the  chapel  at  Trinity  College  and  the 
Peckwater  Quadrangle  at  Christ  Church.  At 
the  weekly  music  meetings  in  his  rooms  his 
catches  and  transcriptions  of  Elizabethan  and 
Italian  music  were  performed.  The  university 


press  published  three  pieces  by  Aldrich, 
n6o6. 

Arne,  Thomas  Augustine.  See  British  isles 
/  London. 

Avison,  Charles  (1700-70).  Concerto  com- 
poser and  author  of  An  Essay  on  Musical 
Expression  (1752),  resident  in  Newcastle  upon 
Tyne.  Charles  Avison  is  remembered  for 
several  things,  not  least  for  his  efforts  to  organ- 
ize music  societies  and  subscription  concert 
series  in  Newcastle  and  Durham  (with  John 
Garth)  during  the  1730s.  It  was  at  those  con- 
certs that  his  own  sonatas  and  concertos  (opp. 
1-10,  ^1737-1769  -  some  of  the  earliest  of 
their  kind)  were  first  performed;  he  also  pre- 
sented Rameau's  unique  Pieces  de  clavecin  en 
concerts  (1741)  in  the  early  1750s  (which 
inspired  his  later  accompanied  keyboard 
works).  In  about  1743  Avison  published  con- 
certo grosso  arrangements  of  12  harpsichord 
sonatas  by  Domenico  Scarlatti.  Avison's  con- 
certos gained  a  popularity  that  remained  undi- 
minished into  the  19th  century.  In  the  1750s 
he  and  Garth  founded  a  Marcello  Society  in 
conjunction  with  their  joint  editorship  of 
Benedetto  Marcello's  choral  psalms. 

Avison  was  also  an  organist  who  from  1735 
held  the  post  at  St  Nicholas,  Newcastle,  one 
of  the  largest  parish  churches  in  England,  and 
a  teacher  of  the  harpsichord,  violin  and  flute. 
He  chose  to  stay  in  Newcastle  despite  many 
attractive  proposals  from  York,  Dublin  and 
London,  where  in  1753  he  was  offered  Pepu- 
sch's  old  job  at  the  Charterhouse.  In  1764 
Avison  published  a  collection  of  accompanied 
harpsichord  sonatas,  though  he  is  best  known 
for  An  Essay  on  Musical  Expression,  in  addition 
to  examining  the  effect  of  music  on  the 
emotions,  this  contains  a  substantial  treatise 
on  the  performance  of  concertos,  and  con- 
troversial criticisms  of  Handel,  and  compares 
his  music  unfavourably  with  that  of  Francesco 
Geminiani  and  Marcello.  It  was  reprinted 
twice  and  translated  into  German  (1775). 

Bond,  Capel  (1730-90).  Late  Baroque  organ- 
ist and  composer,  much  influenced  by  Handel. 
Bond  was  educated  in  Gloucester,  but  worked 
in  the  Midlands  where  he  organized  sub- 
scription concerts  and  festival  performances 
of  Handel  oratorios.  From  1749  he  was  at 
Coventry,  first  as  organist  of  St  Michael  (later 
Coventry  Cathedral)  and  then,  additionally,  at 
Holy  Trinity  from  1752.  In  1766  he  published 
Six  Concertos  in  Seven  Parts,  four  of  which 
were  concerti  grossi,  and  two,  solo  concertos 
(for  trumpet  and  bassoon);  these  were  popular 
in  London  at  the  Concerts  of  Ancient  Music. 

Burney,  Charles.  See  British  isles  /  London. 
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Butler,  Charles  (n 560-1647).  Vicar  at 
Wooton  St  Lawrence  (Hants.),  expert  on  bee- 
keeping (he  published  The  Feminine  Mon- 
archic in  1609)  and  English  orthography  (The 
English  Grammar  appeared  in  1633);  he  was 
also  an  amateur  musician  and  theorist  who 
produced  a  practical  and  often  amusing 
manual  for  church  musicians  entitled  The 
Principles  of Musik  (1636). 

Castrucci,  Pietro.  See  British  isles  / 
London. 

Child,  William.  See  British  isles  /  London. 
Cibber,  Susanna  Maria.  See  British  isles  / 
London. 

Clarke,  Jeremiah.  See  British  isles  / 
London. 

Dallam.  See  British  isles  1  London. 

Dubourg,  Matthew  (1703-67).  English  violin 
virtuoso  trained  by  Francesco  Geminiani.  In 
1728  he  became  Master  and  Composer  of  State 
Music  in  Ireland,  returning  to  London  in  1752 
to  lead  the  King's  Band.  He  raised  standards 
of  string  playing  in  Dublin  and  lent  support 
to  performances  of  the  dramatic  music  of  Arne 
(Comus)  and  Handel  (Messiah,  Samson  and 
Judas  Maccabaeus)\  his  rapport  with  Handel, 
in  particular,  is  illustrated  by  the  humorous 
remark  made  by  Handel  (who  was  conducting) 
after  an  unusually  long  violin  concerto 
cadenza:  'Welcome  home,  Mr  Dubourg'.  He 
is  known  today  for  his  flamboyant  orna- 
mentation (in  a  manuscript  dating  from  the 
1720s)  of  Corelli's  op.  5  sonatas. 

East,  Michael  (c\ 580-1648).  Composer  (not 
to  be  confused  with  the  printer)  who,  in  spite 
of  spending  his  life  out  of  London,  as  Master 
of  the  Choristers  of  Lichfield  Cathedral,  was 
nevertheless  very  much  in  tune  with  con- 
temporary tastes.  He  published  seven  col- 
lections of  vocal  and  instrumental  music 
(1604-38)  which,  significantly,  encompass 
Italian  madrigals,  consort  songs,  anthems  and 
viol  consorts. 

Evelyn,  John  (1620- 1706).  Music-lover  and 
diarist  (1 641 -1706),  by  profession  a  civil 
servant  and  Commissioner  of  the  Privy  Seal. 
Evelyn  pursued  his  interest  in  music  at  Oxford 
before  undertaking  a  Continental  tour  (1641- 
7):  his  diary  reveals  that  he  learnt  the  theorbo 
and  attended  performances  of  opera  and 
sacred  music  while  in  Italy.  He  returned  to 
England  laden  with  sets  of  madrigals  and  other 
music  including  motets  by  Carissimi  and  Alcss- 
andro  Grandi  (d  1630),  though  as  a  deeply 
religious  man  he  would  have  censured  their 
use  of  instruments  (disapproving  as  he  did  of 
the  use  of  strings  in  Chapel  Royal  services). 
Nevertheless,  he  managed  to  reconcile  his 
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piety  with  his  love  of  Italian  opera  and  fas- 
cination with  castratos.  He  was  acquainted 
with  Pepys  and  frequented  many  of  the  same 
musical  evenings.  His  library  is  preserved  at 
Christ  Church,  Oxford. 
Felton,  William  (1715-69).  Vicar-choral  at 
Hereford  Cathedral  (from  1743),  popular  per- 
former on  the  harpsichord  and  organ,  praised 
by  Burney,  and  prolific  composer  of  concertos 
for  those  instruments  (between  1744  and  1767 
he  published  32).  The  Andante  from  op.  1 
no.  3  (1744)  was  widely  known  as  'Felton's 
Gavot'. 

Ferrabosco,  John.  See  British  isles  / 
London. 

Geminiani,  Francesco.  See  British  isles  / 
London. 

Gibbs,  Joseph  (1699- 1788).  Provincial 
organist  and  composer.  Gibbs  worked  all  his 
life  in  Essex  and  Suffolk  where  he  was  a 
member  of  the  Ipswich  Musical  Society 
(Gainsborough  painted  his  portrait  as  well  as 
a  group  picture  of  the  society).  Although  he 
composed  organ  music  and  string  quartets,  he 
is  remembered  by  his  first  publication,  Eight 
Solos  for  a  Violin  with  a  Thorough  Bass  for  the 
Harpsichord  (^1746)  which  by  their  technical 
demands  reveal  the  influence  of  Francesco 
Geminiani,  F.  M.  Veracini  and  M.  C.  Festing; 
their  originality  lies  in  the  intensely  chromatic 
style  that  Gibbs  experimented  with,  but  aban- 
doned in  his  later  works. 

Goodson,  Richard  (^1655-1718).  Professor  of 
music  at  Oxford  and  organist  at  New  College 
from  1682;  in  1692  he  took  up  organ  duties  at 
Christ  Church  Cathedral.  His  son  Richard 
(ri685— 1741)  succeeded  him  as  professor  and 
organist  in  17 18. 

Gostling.  See  British  isles  /  London. 

Greene,  Maurice.  Sec  British  isles  /  London. 

Handel,  George  Frideric.  See  British  isles 
/  London. 

Hayes,  William  (1708-77).  Oxford  professor 
of  music  who  presided  over  the  opening  of  the 
Holywell  Music  Room  and  directed  weekly 
concerts  there.  Hayes  was  organist  at  Worce- 
ster Cathedral  before  taking  up  posts  at  Mag- 
dalen College,  Oxford,  in  1734.  The  following 
year  he  took  the  BMus  and  in  1742  succeed  ed 
the  younger  Richard  Goodson  as  professor. 
He  composed  a  variety  of  music  (oratorios, 
anthems,  psalms,  a  7V  Deum,  songs,  catches, 
cantatas,  odes,  trio  sonatas  and  concertos) 
much  indebted  to  Handel  -  whose  music  he 
conducted  at  music  festivals  in  and  around 
Oxford.  Shortly  after  Handel's  death  he  com- 
posed the  ode  0  that  some  pensive  Muse. 
During  the  1750s  he  took  exception  to  the 
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writings  of  Charles  Avison  and  Barnabas 
Gunn,  though  chose  to  publish  his  critical 
views  anonymously.  His  son  Philip  (1738-97) 
followed  in  his  footsteps  at  Oxford. 

Holder,  William  (1616-96).  Canon  of  Ely 
Cathedral  after  the  Restoration  and  later  sub- 
dean  of  the  Chapel  Royal  (from  1674)  who 
composed  anthems  and  other  Anglican  church 
music  and  published  a  Treatise  on  the  Natural 
Grounds  (1693).  Although  educated  at  Cam- 
bridge, he  spent  the  Civil  War  years  in  Oxford 
where  in  1660  he  took  a  doctorate  in  Divinity; 
three  years  later  he  was  elected  one  of 
the  first  Fellows  of  the  Royal  Society.  Holder 
was  married  to  the  sister  of  Sir  Christopher 
Wren. 

Jeffreys,  George  (< 161 0-1685).  Chapel  Royal 
organist  during  the  Civil  War  and  composer 
of  remarkably  beautiful,  highly  original  and 
chromatic  sacred  music.  The  course  of  Jeff- 
reys's  career  was  determined  by  his  royalist 
views:  his  most  important  works  -  which 
effectively  combine  the  English  polyphonic 
tradition  with  the  modern  Italian  declamatory 
style  -  arc  now  thought  to  have  been  composed 
before  the  Commonwealth.  About  1648-9  he 
had  his  music  bound  together,  evidently  com- 
posing very  little  while  in  the  service  of  Sir 
Christopher  Hatton,  in  the  relative  obscurity 
of  Northamptonshire.  That  many  of  his  com- 
positions are  found  in  many  contemporary 
manuscripts  attests  to  their  popularity. 

Jenkins,  John  (1592-1678).  Lutenist  and  lyra 
viol  player,  and  prolific  composer  of  consort 
music.  Much  of  what  we  know  of  Jenkins 
comes  from  his  pupil  Roger  North,  and  from 
Anthony  Wood.  He  spent  most  of  his  career 
in  the  manor  houses  of  Norfolk  and 
Cambridgeshire,  finally  gaining  a  court 
appointment  at  the  age  of  68.  Most  of  his 
music  was  composed  for  private  music- 
making.  Among  the  over  800  instrumental 
works  that  survive  there  are  three  sets  of  poly- 
phonic viol  consorts,  italianate  three-part  fan- 
tasias which  depend  upon  the  kinds  of  effect 
available  on  violins,  fantasia-suites  (influenced 
by  Coprario),  and  pieces  for  bass  viols  which 
incorporate  virtuoso  divisions;  most  of  the  lyra 
viol  music  is  lost. 

Jenncns,  Charles  (1700-73).  Respected 
writer,  Handel's  friend  and  oratorio  librettist. 
Jennens  was  a  cultivated  and  gifted,  if 
somewhat  vain  and  irascible,  man.  His 
non-juror's  outlook,  a  prerogative  of  his 
wealth,  cut  short  his  career  at  Balliol  College, 
Oxford,  and  he  returned  to  his  estate  at 
Gopsall  in  the  Midlands.  He  subscribed  to 
Handel's  published  works  and  also  obtained 


copies  of  manuscript  works  by  standing  order. 
He  collaborated  with  Handel  on  Saul, 
IS  Allegro,  tl  Penseroso  ed  il  Moderato,  Messiah 
and  Belshazzar;  he  later  provided  valuable 
annotations  to  Mainwaring's  Life  of  Handel. 
Johnson,  Samuel.  See  British  isixs  / 
London. 

Kusser,  Johann  Sigismund.  Sec  Northern 
EUROPE  7  Itinerant  Musicians. 

Lampe,  John  Frederick.  See  British  isi.es 
/  London. 

Lawes.  See  British  Isles  /  London. 

L'Estrange.  Norfolk  family  of  music  patrons 
and  amateur  musicians  whose  music  masters 
included  John  Jenkins  and  Thomas  Brewer. 
Sir  Nicholas  L'Estrange  (1603-55)  amassed  a 
large  music  library  which  he  carefully  collated, 
indexed  and  annotated.  Roger  L'Estrange 
(1616-1704)  was  a  skilled  bass  viol  player  and 
a  friend  of  Thomas  Britton  in  London. 

Leveridge,  Richard.  See  British  isi.es  / 
London. 

Locke,  Matthew.  See  British  isles  /  London. 

Lowe,  Edward  (c  1610-82).  Organist  at  Christ 
Church  Cathedral,  Oxford,  from  1 631,  copyist 
for  the  Oxford  Music  School  meetings,  author 
of  A  Short  Direction  for  the  Performance  of 
Cathedral!  Service  ( 1661 )  and  the  composer  of 
anthems,  partsongs  and  harpsichord  lessons. 
Lowe  was  trained  as  a  chorister  at  Salisbury 
Cathedral.  During  the  Commonwealth  he 
gave  music  lessons  and  participated  at  the 
weekly  gathering  of  the  Music  School,  held  at 
the  home  of  William  Ellis;  at  this  time  he 
copied  numerous  scores  and  parts,  and 
assembled  two  important  anthologies  of  con- 
temporary vocal  music.  After  the  Restoration 
he  took  up  his  post  again  at  Christ  Church 
and  became  one  of  the  Chapel  Royal  organists, 
along  with  William  Child  and  Christopher 
Gibbons.  In  1662  he  succeeded  John  Wilson 
as  professor  of  music  at  Oxford. 

Mace,  Thomas  (161 21 3—?  1706).  Cambridge 
lutenist,  singer,  composer  and  writer  on  such 
non-musical  topics  as  health  and  the  English 
highways.  I  le  is  best  remembered  for  his 
informative  if  conservative  book,  Musick*S 
Monument  (1676),  intended  to  redress  the 
damage  to  traditional  English  musical  forms 
caused  by  the  francophilia  rampant  at  court 
after  the  Restoration;  in  it  he  dwelt  on  the  care 
and  maintenance  of  instruments,  the  playing 
of  continuo  on  the  theorbo  and  the  use  of 
organ  and  harpsichord  in  consort  music. 

McGibbon,  William  (41690  1756).  Edin- 
burgh violinist  and  the  leading  Scottish  com- 
poser of  the  late  Baroque  era.  McGibbon 
studied  the  violin  in  London  and  led  the  Edin- 
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burgh  Musical  Society  orchestra  for  20  years. 
He  composed  solo  and  trio  sonatas  in  the  style 
of  Corelli  and  was  known  for  his  solo  fiddle 
variations  on  popular  Scottish  folktunes. 

Matteis.  See  British  isles  /  London. 

Morell,  Thomas  (1703-84).  Scholar  and  one 
of  Handel's  oratorio  librettists  who,  late  in 
life,  wrote  an  important  memoir  of  his  col- 
laboration with  Handel.  Morell  was  a  Fellow 
of  King's  College,  Cambridge  (where  he  had 
taken  the  degree  of  Doctor  of  Divinity  in 
1743),  and  a  Fellow  of  the  Royal  Society.  His 
association  with  Handel  began  in  1746;  among 
his  librettos  were  Judas  Maccabaeus,  Alex- 
ander Balus,  Joshua,  Theodora,  Jephtha  and 
The  Triumph  of  Time  and  Truth.  He  was  a 
friend  of  Garrick  and  of  Hogarth,  who  left  a 
portrait  of  him. 

Mudge,  Richard  (1718-63).  Devonshire  cleric 
and  composer  with  a  flair  for  the  uncon- 
ventional. Mudge  was  educated  at  Pembroke 
College,  Oxford,  ordained  and  appointed  vicar 
at  Great  Packington  -  then,  rector  at 
Bedworth,  Warwickshire,  in  1756,  under  the 
Earl  of  Aylesford's  patronage.  Appended  to 
his  1749  collection  of  late  Baroque  concerti 
grossi  is  an  Adagio  for  five-part  strings,  in 
which  three  voices  sing  a  canon  attributed  to 
Byrd  (4Non  nobis  Domine'). 

Norcombe,  Daniel.  See  Low  countries  2 
South  Netherlands. 

North,  Roger.  See  British  isles  /  London. 

Playford,  John.  See  British  isles  /  London. 

Purcell,  Daniel  (d  17 17).  Brother  of  Henry 
Purcell  and  minor  composer.  Daniel  Purcell 
followed  his  brother  as  a  chorister  of  the 
Chapel  Royal  and  in  1688  became  organist 
of  Magdalen  College,  Oxford,  composing 
anthems  in  the  course  of  his  work.  After  his 
brother's  death  he  provided  music  for  the 
concluding  masque  of  The  Indian  Queen 
(1696)  and  embarked  on  a  decade  of  theatre 
composition.  In  1700  he  entered  the  com- 
petition for  the  best  setting  of  Congreve's 
masque,  The  Judgment  of  Paris,  and  took  third 
prize.  With  the  growing  popularity  of  Italian 
opera,  Purcell  abandoned  the  theatre  in  1707, 
having  contributed  incidental  music  to  more 
than  40  plays;  during  that  time  he  had  pub- 
lished several  collections  of  sonatas  for  various 
instruments.  His  last  post  was  as  organist  at 
St  Andrew's,  Holborn. 

Roseingrave,  Thomas.  See  British  isles  / 
London. 

Salmon,  Thomas  (1648- 1706).  Clergyman 
who  gained  the  Oxford  MA  in  mathematics 
and  became  acquainted  with  Anthony  Wood 
before  taking  up  a  permanent  post  as  rector  of 
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a  Bedfordshire  church.  As  a  young  amateur 
musician,  Salmon's  interest  in  music  theory 
resulted  in  the  publication  of  An  Essay  to  the 
Advancement  of  Music k  (1672),  in  which  he 
somewhat  naively  suggested  ways  in  which  to 
simplify  music  notation;  this  led  to  a  bitter 
pamphlet  war  with  Matthew  Locke.  One  of 
his  proposals  did  prove  lasting:  Playford 
adopted  the  use  of  the  treble  clef  for  both 
soprano  and  tenor  vocal  parts  in  his  editions, 
now  standard  practice. 
Simpson,  Christopher.  See  British  isles 
/  London. 

Smith,  'Father'.  See  British  isles  /  London. 

Talbot,  James  (1 665-1 708).  Cambridge  pro- 
fessor of  Hebrew  and  the  author  of  an  import- 
ant manuscript  treatise  (c  1695,  Oxford,  Christ 
Church  Mus  MS  1 187)  on  musical  instru- 
ments, compiled  from  interviews  with  London 
musicians  and  makers,  and  from  Michael 
Praetorius,  Marin  Mersenne  and  Athanasius 
Kircher. 

Tate,  Nahum.  See  British  isles  i  London. 
I  um kms,  Thomas  (1572-1656).  Organist 
at  Worcester  Cathedral,  Gentleman-in-Ordi- 
nary  of  the  Chapel  Royal  and,  in  that  capacity, 
a  prolific  composer  of  anthems  and  services. 
Tomkins,  from  a  family  of  church  musicians, 
was  a  pupil  of  William  Byrd.  He  contributed 
a  madrigal  to  The  Triumphes  of  Oriana  (1601), 
a  seven-part  setting  of  the  Confortare  to  the 
coronation  ceremony  of  James  I  (1603)  and  a 
verse  anthem,  Know  ye  not,  to  the  funeral 
service  of  Prince  Henry  (161 2).  In  1621  he 
became  an  organist  of  the  Chapel  Royal  and 
in  1625  succeeded  Orlando  Gibbons  in  the 
senior  post.  It  seems  probable  that  his  son 
Nathaniel  (1 599-1681),  a  canon  of  Worcester 
Cathedral,  published  Musica  Deo  sacra,  con- 
taining the  vast  majority  of  his  father's  church 
music,  in  1668. 

Tregian,  Francis.  See  British  isles  /  London. 

Tudway,  Thomas  (4-1650- 1726).  Cambridge 
organist,  composer  and  anthologizer  of 
English  sacred  music.  After  being  trained  as 
a  chorister  in  the  Chapel  Royal,  Tudway 
became  organist  in  1670  of  King's  College, 
Cambridge,  where  he  remained  until  his 
death.  He  acquired  the  degrees  of  MusB  and 
MusD  and  in  1705  was  made  professor  of 
music  at  Cambridge.  Between  17 14  and  1720 
he  collected  for  Lord  Harley  (later  the  Earl  of 
Oxford)  six  large  volumes  of  cathedral  music 
which  encompass  the  repertory  (some  of  it 
unique  to  the  manuscripts)  from  Tye  to 
Handel,  and  include  a  number  of  his  own 
works;  they  are  now  in  the  British  Library. 
Because  the  volumes  remained  in  manuscript 
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and  were  never  widely  circulated,  they  never 
exerted  the  influence  that  Boyce's  later 
anthology  did,  though  they  did  reflect  the 
continuing  interest  in  17th-century  repertory. 

Ward,  John.  Sec  British  isles  /  London. 

Weelkes,  Thomas  (?i 576-1 623).  Important 
composer  of  madrigals  and  Anglican  church 
music.  Despite  his  brilliance  as  a  contrapuntist 
in  the  best  English  tradition,  Weelkes  never 
gained  the  recognition  he  deserved.  He  pub- 
lished his  secular  vocal  music  between  1597 
and  1608;  to  The  Triumphes  of  Oriana  (1601) 
he  contributed  the  brilliant  madrigal  As  Vesta 
was  from  Latmos  Hill  descending.  His  sacred 
music  dates  from  after  1602,  when  he  took  up 
the  post  of  organist  at  Chichester  Cathedral. 

Weelkes  was  the  most  prolific  composer  of 
services  -  particularly  for  the  office  of  Even- 
song -  of  his  day.  He  must  have  aspired  to  a 
place  in  the  Chapel  Royal,  but  it  never  came 
his  way  (his  connections  were  with  the  entour- 
age of  the  previous  monarch).  Frustrated  and 
isolated  in  Chichester,  he  fell  into  dissipation, 
and  in  161 6,  was  described  as  'a  common 
drunkard  and  a  notorious  swearer  and  bla- 
sphemer', censured  and  finally  dismissed. 

Wreelkes's  compositional  style  is  indebted 
to  Byrd  and  Morlev  (for  whom  he  composed 
a  six-voice  elegy,  Death  hath  deprived  me  of 
my  dearest  friend).  In  the  madrigal  he  found 
full  scope  for  his  formidable  contrapuntal 


technique,  his  command  of  form,  and  his  vivid 
handling  of  imagery.  In  the  anthem  he 
dev  eloped  an  unrivalled  richness  of  ensemble 
texture,  powerful  and  sonorous  (Hosanna  to 
the  Son  of  David). 
Wilbyc,  John  (1 574-1 638).  Gifted  mad- 
rigalist  and  domestic  musician  working  in  rela- 
tive obscurity  at  Hengrave,  Suffolk.  Wilbye 
published  two  collections  of  madrigals,  in  1 598 
and  1609  (considered  to  be  the  finest  of  the 
period),  as  well  as  contributing  to  The  Tri- 
umphes of  Oriana  (1601).  He  also  composed 
anthems  and  viol  fantasies;  in  his  will  he 
bequeathed  his  'best  vyalP  to  the  Prince  of 
Wales  (later  Charles  I). 

Wilson,  John  (1595- 1674).  Song  composer, 
lutenist  and  singer  who  began  his  career  as  a 
musician  in  Shakespeare's  company.  He  was 
appointed  to  the  King's  Musick,  and  was  later 
professor  of  music  at  Oxford.  Wilson's  songs 
were  first  heard  in  London  theatres  in  161 4; 
many  were  later  published  in  a  collection  of 
Cheerful  Ayres  or  Ballads  (1659-60),  of  which 
Take,  0  take  those  Hps  away  is  the  best  known. 

Wood,  Anthony  [Anthony  a  Wood]  (1632- 
95).  Oxford  amateur  musician,  composer  and 
local  historian  whose  remarks  on  English 
musicians  arc  an  important  -  though  not 
wholly  dependable  -  biographical  source  of 
the  Restoration  era. 

Young.  See  British  isles  /  London. 


313 

Copyrighted  material 


The  Low  Countries 


The  Netherlanders 


The  division  of  the  Low  Countries  into  two  political  entities  in  the  late  16th  century 
shattered  a  centuries-old  cultural  unity  which,  particularly  in  the  15th  and  16th 
centuries  and  especially  in  the  field  of  music,  had  held  a  dominant  position  in  the 
western  world.  From  that  time  until  the  French  Revolution  the  South  Netherlands 
continued  to  be  under  the  rule  of  Spain  or,  from  171 5,  of  Austria  (though  the 
episcopal  principality  of  Liege  preserved  its  independence).  The  territories  of  the 
north  joined  to  form  the  Republic  of  the  Seven  United  Provinces.  The  reshaping 
of  Europe  at  the  Congress  of  Vienna,  following  the  upheaval  of  the  Napoleonic 
Wars,  reunited  the  two  states,  but  the  so-called  United  Kingdom  of  the  Netherlands 
did  not  last  for  long.  In  1830,  yet  again,  two  separate  sovereign  states  in  the  Low- 
Countries  came  into  being,  the  Kingdom  of  Belgium  in  the  south  and  the  Kingdom 
of  the  Netherlands  (commonly  though  incorrectly  known  as  'Holland')  in  the  north. 

The  political  separation,  endorsed  internationally  in  1648  by  the  Treaty  of 
Westphalia,  was  not  the  only  factor  to  force  the  two  states  apart.  While  the  centre 
of  political  and  economic  importance  undoubtedly  lay  in  the  South  Netherlands  in 
the  15th  and  16th  centuries,  by  the  end  of  that  period  it  had  shifted  to  the  north. 
The  South  Netherlands,  under  Habsburg  rule,  were  dominated  throughout  the 
Baroque  era  by  a  conservative  Catholic  church  and  an  equally  conservative,  Catholic 
and  largely  foreign  nobility.  The  former  economic  prosperity  slipped  into  decline, 
mainly  because  of  the  loss  of  access  to  the  Schclt  estuary.  Learning  and  the  arts  also 
declined,  and  in  the  17th  century  it  was  only  in  painting  (with  Rubens  in  the 
forefront)  that  the  glories  of  the  past  were  maintained. 

In  the  north,  in  spite  of  the  armed  conflict  that  had  brought  them  into  being,  the 
United  Provinces  rose  to  become  a  major  European  power,  founded  a  formidable 
overseas  empire,  and  filled  their  coffers  through  the  vigorous  pursuit  of  worldwide 
trade.  Learning,  literature,  painting  and  architecture  flourished  as  never  before.  The 
Dutchman  has  good  reason  to  refer  to  the  17th  century  as  his  'Gouden  Eeuw' 
('Golden  Age').  This  vigour  wanted  in  the  following  century,  and  the  Republic 
gradually  lost  its  political  standing  in  Europe. 

The  music  of  the  Baroque  clearly  reflects  the  different  social,  economic  and 
religious  structures  of  the  two  states.  A  major  common  denominator  is  perhaps  the 
fact  that  in  neither  south  nor  north  did  music  return  to  the  heights  it  had  reached 
in  the  Renaissance.  But  conventional  musicology  has  painted  too  negative  a  picture 
of  17th-  and  18th-century  music  in  the  Low  Countries  -  although  that  view  is  now 
under  re-examination.  But  modern  research  is  unlikely  to  alter  the  fact  that  both 
parts  of  the  Netherlands  were  left  behind  by  other  great  European  nations.  Why 
this  should  be  so,  in  a  period  that  witnessed  so  impressive  a  flowering  of  the  other 
arts  -  such  as  both  Dutch  and  Flemish  painting  in  the  17th  century  -  remains  an 
enigma  (see  Plate  19). 

The  breach  with  the  past  is  less  marked  in  the  South  Netherlands,  particularly 

Copyrighted  material 


The  Netherlanders 

in  church  music.  The  south  remained  true  to  the  old  religion,  and  there  was  little 
change  in  the  institutions  of  sacred  music.  The  great  churches  like  Ste  Gudule  in 
Brussels,  St  Donatian  in  Bruges  and  St  Bavon  in  Ghent  maintained  their  traditional 
establishments  and  trained  their  singers  and  instrumentalists  in  their  choir  schools. 
Heavy  losses  of  source  material  make  it  impossible  to  assess  the  liturgical  music  of 
these  churches,  but  almost  certainly  it  was  not  progressive.  Until  well  into  the  17th 
century  the  names  of  the  great  16th-century  composers  (Clemens  non  Papa,  Orlande 
de  Lassus  and  Philippe  de  Monte)  recur;  but  Italian  monody  seems  to  have  become 
known  only  very  late  and  even  then  it  was  not  widely  disseminated  (an  example  is 
the  Sacri  concentus,  1630,  of  Leonard  de  Hodemont).  The  motets  and  Masses  of  the 
Catholic  Englishman  Peter  Philips,  who  found  asylum  at  the  Brussels  archducal 
court,  are  among  the  more  important  sacred  works  of  the  earlier  17th  century  -  far 
superior  to  those  of  local  church  composers,  whose  use  of  continuo  still  seems 
conservative.  In  this  area  Henry  Du  Mont  was  important,  but,  as  he  spent  almost 
his  entire  life  in  Paris,  he  lies  beyond  the  scope  of  this  essay. 

Not  apparently  until  after  1650  are  more  up-to-date  stylistic  features  found,  and 
then  mainly  in  non-liturgical  music  for  private  worship  (for  example,  the  songs  with 
continuo  of  Lucas  van  Waasmunster).  It  was  then,  too,  that  the  concertato  style 
became  established  in  south  Netherlands  motets  and  Masses.  Late  in  the  century 
the  Italian  High  Baroque  style  was  introduced  by  two  immigrants,  Pietro  Torri  and 
Pietro  Antonio  Fiocco.  Fiocco's  eldest  son,  Jean-Joseph,  was  a  prolific  composer  of 
Italian  oratorios  in  the  1730s;  another  son,  Joseph-Hector,  is  best  known  for  his 
Lamentations  for  Holy  Week.  The  motets  of  Pierre-Herculc  Brehy,  maitre  de  chant 
at  Ste  Gudule,  reveal  French  influence. 

In  the  more  Catholic  southern  area  of  the  United  Provinces,  too,  the  concertato 
style  is  found  in  motets  and  Masses.  As  early  as  1631  Viadana's  influence  can  be 
seen  in  the  motets  of  Herman  Hollander,  phonascus  of  the  Church  of  Our  Lady  in 
Breda.  The  liturgical  works  of  minor  masters  like  Benedictus  Buns  (1666-f  1710)  or 
Carolus  Hacquart  belong  to  a  similar  tradition.  But  the  production  of  Catholic 
church  music  in  the  Republic  in  the  Baroque  was  distinctly  modest. 

The  prevailing  of  the  young  state  was  Calvinism.  Any  music  had  to  be  simple 
and  austere.  In  services  the  use  of  music  was  restricted  to  the  liturgy.  Up  to 
the  middle  of  the  17th  century  psalms  were  unaccompanied;  eventually  organ 
accompaniment  was  reluctantly  permitted.  Church  buildings,  and  thus  organs  too, 
were  the  property  of  towns,  and  organists  were  therefore  municipal  employees. 
They  had  to  play  not  only  before  and  after  services  on  Sundays  but  often  at 
specified  times  during  the  week.  These  'organ  recitals',  under  civic  auspices,  were  an 
institution  in  the  United  Provinces.  Organ-building  was  a  flourishing  craft  in  the 
Baroque  era,  and  the  magnificent  instruments  of  the  time  are  still  internationally 
admired.  Much  of  the  music  played  on  them,  from  the  time  of  the  great  Sweelinck 
(d  1 621)  onwards,  is  gone  beyond  recall,  for  improvisation  was  an  important  feature 
of  the  organist's  art. 

Town  bands,  an  international  musical  institution,  were  to  be  found  in  the  larger 
towns  of  the  United  Provinces  up  to  the  middle  of  the  17th  century.  Composed 
typically  of  cornetts,  trombones,  flutes  and  trumpets,  they  played  in  the  town  square 
for  civic  receptions,  banquets  and  other  festivals.  In  addition,  there  was  the  carillon, 
a  typically  Dutch  form  of  public  music-making.  Bell-players,  like  organists,  were 
civic  employees;  often  the  same  person  held  both  posts.  The  bells  cast  by  Francois 
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and  Pierre  Hemony,  brothers  from  Alsace-Lorraine  who  settled  in  the  United 
Provinces  in  1641,  had  a  precision  of  tuning  and  clarity  of  timbre  that  gained  the 
brothers  commissions  for  carillons  throughout  the  country.  The  installation  of  a 
pegged  cylinder  enabled  the  carillon  to  play  automatically  at  set  intervals  -  usually 
every  quarter-hour  -  while  the  carillonncur's  contract  often  required  him  to  play 
manually  once  or  more  a  week.  The  sound  of  the  carillon,  especially  in  large  cities, 
has  always  made  a  strong  impression  on  foreign  visitors:  Burney,  for  one,  was 
impressed  by  the  'jingling  of  bells'  when  he  visited  the  Netherlands  in  1773. 

The  collegia  musica  played  an  important  role  in  the  evolution  of  instrumental 
music  in  the  Republic.  These  musical  societies,  upper-middle-class  in  origin,  came 
into  existence  in  many  towns  from  the  end  of  the  16th  century  onwards  (see  Plate 
18).  Their  repertory  was  originally  orientated  towards  vocal  and  sacred  music,  but 
during  the  17th  century  they  turned  increasingly  to  instrumental  music,  and  this 
remained  their  chief  interest.  Often  a  town  council  expressed  support  for  the 
activities  of  a  collegium  by  making  a  room  available  for  its  use  or  stipulating  in  an 
organist's  contract  that  he  assume  its  direction.  In  the  18th  century  some  of  the 
collegia  musica  became  semi-public  institutions,  first  by  admitting  guests  to  their 
sessions,  later  by  obtaining  monopolies  to  license  itinerant  musicians  to  play  in  the 
town  and  to  regulate  admission  to  their  performances.  The  10th-century  successors 
of  the  collegia  often  influenced  the  founding  of  professional,  civic  orchestras.  The 
activities  of  the  collegia  musica  and  similar  associations,  with  their  mixture  of 
professional  musicians  and  amateurs,  were  a  source  of  inspiration  not  only  to 
composers  -  from  the  time  of  Sweelinck's  polyphonic  settings  of  the  Geneva  Psalter 
(1604-21)  to  the  Concert i  armonici  (1725-40)  of  Count  van  Wassenaer,  reflecting 
the  move  from  sacred  vocal  music  to  instrumental  -  but  also  to  the  many  17th- 
century  painters  who  delighted  in  portraying  groups  of  musicians. 

The  role  of  the  collegia  in  the  musical  life  of  the  North  Netherlands  is  all  the 
more  significant  because  neither  the  relatively  austere  court  of  the  stadhouder  nor 
the  Calvinist  church  were  active  patrons.  Much  of  the  instrumental  music  of  the 
minor  Dutch  Baroque  masters  was  composed  for  this  kind  of  social  music-making. 
Keyboard  and  lute  music  were  also  cultivated  in  the  17th  century  (see  Plate  25), 
and  towards  the  end  of  the  century  the  v  iola  da  gamba  enjoyed  a  brief  v  ogue,  with 
such  composers  as  Hacquart  and  abov  e  all  Johannes  Schenk.  The  outstanding  v  ocal 
work  was  Constantijn  Huygens's  collection  of  monodies,  Pathodia  sacra  (1647). 
Operatic  activities  were  not  such  as  to  excite  international  attention.  Indigenous 
opera  was  modest;  much  of  it  amounted  to  no  more  than  musical  interludes  in 
spoken  drama.  Opera  performances  in  The  Hague  and  Amsterdam  were  dominated 
by  works  from  the  foreign  repertory,  especially  French. 

The  first  half  of  the  18th  century  was  a  great  age  of  music  publishing  in  the 
United  Provinces.  Amsterdam,  with  the  publishing  houses  of  Mortier,  Witvogel 
and  above  all  Roger  and  Lc  Cene,  was  an  international  centre  of  music  printing. 
Good  trading  links  facilitated  the  rapid  distribution  of  their  products.  This  brought 
Dutch  music  into  direct  contact  with  the  international  repertory,  especially  the 
Italian.  This  'internationalization'  of  musical  taste  and  activ  ities  is  reflected  in  the 
frequent  references  to  the  many  foreign  musicians  who  chose  to  reside  there.  Longer- 
term  visitors  include  composers  such  as  the  Germans  Hurlebusch,  J.  W.  Lustig  and 
A.  W.  Solnitz,  the  Frenchman  Jean-Marie  Lcclair,  and  the  Italians  P.  A.  Locatelli 
and  Carlo  Tessarini.  On  the  other  hand,  some  Dutch  musicians,  such  as  the 
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composers  Willem  de  Fesch  and  Pieter  Hellendaal,  spent  most  of  their  careers 
abroad  (in  England  in  their  cases). 

In  the  South  Netherlands,  unlike  the  United  Provinces,  church  and  court  patron- 
age was  an  important  factor  in  musical  life.  Shortly  before  his  death,  Philip  II  of 
Spain  had  transferred  the  province  to  his  daughter  Isabella  as  her  dowry  when  she 
married  Archduke  Albert  in  1598;  the  childless  couple  ruled,  in  effect,  as  governors 
of  a  Habsburg  fief.  Their  musical  establishment  in  Brussels,  very  similar  to  that  of 
their  predecessors,  was  known  as  the  Chapel  Royal.  Music  at  the  court  was  divided 
in  the  customary  way  between  chapel  and  chamber. 

The  importance  attached  to  music  at  the  Brussels  court  depended  on  the  taste  of 
successive  governors.  Over  the  years  the  Chapel  Royal  and  the  chamber  gave 
employment  to  many  minor  composers  born  in  the  South  Netherlands,  notably  the 
keyboard  master  Pceter  Cornet  (d  1633),  as  well  as  well-known  foreigners.  The 
English  organist  and  composer  Peter  Philips  was  at  the  court  from  as  early  as  1 597 
until  his  death  in  1628,  and  another  English  Catholic,  John  Bull,  organist  at  Antwerp 
Cathedral,  was  also  often  in  Brussels  during  that  time.  Many  foreign  musicians  were 
employed  in  the  chamber:  a  Spaniard,  Pedro  Rimonte,  was  director  from  1603,  and 
an  Italian,  Gioseffo  Zamponi,  held  the  post  around  the  middle  of  the  century,  while 
such  notable  names  as  Biagio  Marini,  J.  J.  Froberger  and  J.  K.  Kcrll  appear  in  the 
records  for  periods  of  varying  duration.  During  the  17th  century  the  emphasis 
shifted  from  vocal  music  to  instrumental.  However,  the  most  obvious  difference 
between  south  and  north  is  in  theatre  music.  As  early  as  1634  a  Ballet  des  princes 
indtens,  in  which  monodic  singing  alternated  with  dance,  was  given  at  the  Hotel 
d'Orange  in  Brussels,  and  in  1650  the  governor  ordered  a  production  of  Zamponi's 
opera  Ulisse  nelT isola  di  Circe  in  celebration  of  the  marriage  of  Philip  IV  of  Spain  - 
an  event  to  remind  us  that  the  old  tradition  of  lavish  festivals  on  state  occasions, 
redolent  of  the  age  of  the  dukes  of  Burgundy,  still  had  some  residual  life  at  the 
Brussels  court. 

Towards  the  end  of  the  17th  century,  Pietro  Torri  was  master  of  the  Brussels 
chapel;  he  was  followed  by  P.  A.  Fiocco.  Fiocco  also  directed  the  earliest  public 
opera  houses  in  Brussels,  the  Theatre  du  Quai  du  Foin  and,  from  1700,  the  Theatre 
de  la  Monnaie;  on  his  death  in  17 14  he  was  succeeded  by  his  son,  Jean-Joseph,  who 
like  his  father  was  a  prolific  composer  of  concertante  sacred  music.  It  was  not  until 
1746  that  a  native  musician,  the  violin  virtuoso  Henri-Jacques  de  Croes,  from 
Antwerp,  was  named  master  of  the  chapel. 

There  is  ample  variety  in  the  broad  view  of  music  in  the  Low  Countries  during 
the  Baroque,  especially  when  the  separate  developments  of  south  and  north  are 
considered.  Certainly  there  is  no  denying  the  paucity  of  names  of  truly  European 
rank  among  native  musicians,  particularly  by  comparison  with  the  Renaissance  era; 
but  that  need  not  detract  from  the  substantial  contribution,  in  relation  to  the  size 
of  the  area,  that  the  Low  Countries  made  in  some  sectors  of  the  period's  musical 
life. 

Albert  Dunning 
Universita  degli  Studi,  Pavia 
(Translated  by  Mary  Whittall) 
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Albicastro,  Henricus  [Weissenburg,  Hein- 
rich]  {fl  1700-06).  Swiss  violinist  and  com- 
petent composer  of  chamber  music  (duo,  trio, 
and  quartet  sonatas  published  ^1700)  who, 
after  a  stint  as  a  cavalry  captain  in  the  War  of 
the  Spanish  Succession,  made  his  home  in  the 
Netherlands. 

Anders,  Hendrik  (1657-17 14).  German 
violinist,  organist  and  carillonneur  working 
in  Amsterdam  from  1683.  With  Servaas  de 
Konink,  Anders  helped  to  foster  opera  in  the 
Dutch  language. 

Ban,  Joan  Albert  (1 597-1644).  Netherlands 
Catholic  priest  working  in  I  Iaarlem,  self- 
taught  in  music,  who  through  Constantijn 
Huygens  entered  into  a  correspondence  with 
Marin  Mersenne,  which  in  turn  involved 
Huygens  and  Descartes  (whom  Ban  greatly 
admired).  Ban  sent  copies  of  his  Dissertatio 
epistolica  de  musicae  natura  (1637),  expound- 
ing his  theories  of  musical  evolution  and 
'musica  flexanima'  (the  emotional  effects  of 
melodic  intervals),  and  some  of  his  music; 
without  hesitation  Mersenne  pronounced 
them  trivial  and  boring.  Undeterred,  Ban  con- 
tinued to  correspond,  and  so  in  1640  Mersenne 
was  forced  to  contrive  a  competition  between 
Ban  and  the  eminent  French  composer  of  airs 
de  cour  Antoine  de  Boesset.  They  each  set 
Germain  Habert's  poem  'Me  veux-tu  voir 
mourir',  but  Mersenne  altered  the  first  line  of 
the  version  sent  to  Ban,  thereby  changing  the 
sense  of  the  poem  and  influencing  the  setting 
and  the  outcome  of  the  competition.  Boesset 
won,  easily. 

Birkenstock,  Johann  Adam.  See  Northern 
EUROPE  5  West  Germany  and  the  Rhineland. 

Blankenburg,  Quirinus  Gcrbrandszoon 
van  (1654- 1 739).  Netherlands  organist  and 
composer.  Van  Blankenburg  was  the  son  of 
Gerbrant  Quirijnszoon  van  Blankenburg 
(r  1 620- 1 707),  organist  in  Rotterdam,  caril- 
lonneur and  writer.  He  was  awarded  degrees 
in  philosophy  and  medicine  at  the  University 
of  Leiden,  but  his  career  was  devoted  to  music. 
He  moved  to  The  Hague  as  organist  of  the 
Hoofkerk  (1 687-1 702)  and  from  1699  served 
at  the  Nieuwe  Kerk.  He  advised  on  carillons 
and  organs,  and  composed  keyboard  music 


and  homophonic  settings  of  psalms  and  Prot- 
estant hymns. 

Borchgrevinck,  Melchior.  See  Northern 

elrope  2  Scandinavia. 
Cuzzoni,  Francesca.  See  Italy  10  Itinerant 

Musicians. 

De  Fesch,  Willem  (1 687-?  1757).  Important 
early  18th-century  Netherlands  violin  vir- 
tuoso and  composer.  De  Fesch  worked  in 
Amsterdam  (1710-25),  Antwerp  (1725-31)  - 
where  as  kapelmeester  at  the  cathedral  he 
repeatedly  clashed  with  his  colleagues  -  and 
finally  London.  His  string  chamber  music  is 
familiar  to  amateur  musicians,  his  Vivaldian 
concertos  and  English  songs  much  less  so.  The 
performance  of  his  oratorio  Judith  in  1733 
merited  the  attention  of  Hogarth,  who  cari- 
catured the  composer  as  he  played. 

Descartes,  Rene.  See  France  /  Parts  and  Ver- 
sailles. 

Eyck,  Jacob  van  (r  1 589—1657).  Netherlands 
campanologist,  teacher  and  composer.  As 
chief  carillonneur  at  Utrecht  from  1625,  van 
Eyck  was  responsible  for  all  the  carillons  and 
bells  in  the  city,  and  in  the  course  of  his  duties 
he  observed  the  relationship  between  the  over- 
tone structure  and  the  bell's  shape.  His  con- 
clusions were  adopted  by  the  bellfounders 
Francois  and  Pierre  Hemony,  enabling  them 
to  develop  a  new  method  of  tuning  bells.  In 
1649  van  Eyck  dedicated  Der  fluyten  lust-hof 
(144  pieces  based  on  popular  Dutch  tunes  for 
descant  recorder)  to  Constantijn  Huygens. 

Gautier,  Jacques.  See  France  /  Paris  and 
Versailles. 

Hacquart,  Carolus  (fl  640  ?  1 701).  Player  of 
the  viol,  lute  and  organ,  praised  by  Constantijn 
Huygens.  He  moved  from  his  native  Bruges  to 
the  United  Provinces  in  the  1670s.  Hacquart's 
ten  trio  and  quartet  sonatas,  which  he  pub- 
lished in  Harmonia  parnassia  in  1686,  are 
important  counterparts  to  those  of  Purcell  and 
Corelli.  He  also  published  Latin  sacred  works, 
and  in  1678  wrote  the  music  for  De  triom- 
feerende  min,  a  pastoral  play  to  celebrate  the 
Peace  of  Nijmegen;  it  has  been  reckoned  the 
first  essay  in  Netherlands  opera. 

Hemony.  Two  brothers,  Francois  (^1609 
1667)  and  Pierre  (1619-80),  from  a  Nether- 
lands family  of  bronze  casters,  famed  for  the 
pure  intonation  of  their  bells.  They  worked 
together  from  1642  at  Zutphen,  where  they 
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had  built  a  carillon  famed  for  its  beauty,  but 
in  1657  they  parted:  Francois  became  inspec- 
tor of  bells  and  guns  in  Amsterdam,  while 
Pierre  set  up  a  workshop  in  Ghent.  They 
worked  together  again  from  1664  unt»l  Fran- 
cois' death  in  Amsterdam;  Pierre  continued 
alone  until  his  death. 

They  produced  between  300  and  400  bells, 
of  which  100  remain,  as  well  as  cannon, 
mortars  and  statues.  The  Hemonys  made  the 
first  chromatic  carillons,  extended  their  com- 
passes to  over  three  octaves  and  tuned  them 
in  meantone.  From  the  observations  of  the 
Utrecht  carillonneur  Jacob  van  Eyck  on  the 
ideal  pattern  of  partial  tones  and  their  location 
on  the  bells,  they  worked  out  a  new  and  more 
refined  way  of  casting  and  tuning  their  bells: 
instead  of  chipping  from  inside  the  rib,  they 
ground  the  bell  evenly  on  a  lathe  to  a  pre- 
scribed thickness.  Of  53  carillons,  31  still  func- 
tion; those  at  the  Nieuwe  Kerk,  Delft  (1659- 
60),  and  Utrecht  Cathedral  (1663-4)  are  noted 
for  their  beauty. 
Hove,  Joachim  van  den  (1567- 1620).  Lut- 
enist,  teacher,  intabulator  and  composer 
working  in  Leiden  (1594-4-1613).  He  travelled 
in  France,  Germany  and  Italy  before  settling 
in  The  Hague,  where  he  published  his  Prae- 
ludia  lestuJtnis  (1616),  containing  pieces  for 
lute. 

Hurlebusch,  Conrad  Friedrich.  See  North- 
ern elrope  7  Itinerant  Musicians. 

Huygens.  Father  and  son,  who  were  intel- 
lectuals, scientists,  prodigious  corre- 
spondents, and  amateur  musicians  and 
composers.  Constantijn  Huygens  (1596-1687) 
travelled  extensively  as  a  diplomat  in  the  civil 
service:  to  Venice,  where  in  1620  he  met  Mon- 
teverdi and  absorbed  the  monodic  style;  to 
London,  to  play  the  lute  for  James  I,  who  in 
turn  made  him  a  knight  in  1622;  and  to  Paris, 
where  he  met  Chambonnieres  and  Descartes 
and  was  made  a  Chevalier  de  I'Ordre  de  St 
Michel  in  1633  by  Louis  XIII.  He  collected 
music  wherev  er  he  went  and  was  himself  the 
composer  of  nearly  800  works  (most  are  lost), 
though  he  published  only  one  collection  (and 
that  in  Paris),  the  Pathodia  sacra  (1647).  He 
counted  among  his  musical  friends  Marin 
Mersenne,  J.  Gautier  and  J.J.  Froberger.  His 
writings  on  musical  subjects  included  a  tract 
(published  in  1641)  on  the  use  of  the  organ 
in  the  Dutch  Reformed  Church  -  a  practice 
banned  since  1572  -  and  another  (in  1658), 
which  put  forth  a  proposal  to  improve  the 
prose  and  melodies  of  the  Geneva  Psalter. 

It  came  as  no  surprise  that  his  son  Chris- 
tiaan  Huygens  (1629-95)  should  have  been 
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an  extremely  precocious  child  whose  interest 
in  music  -  he  played  the  lute,  violin  and  harp- 
sichord, and  composed  -  complemented  his 
studies  in  mathematics,  physics,  languages 
and  law.  His  family  wealth  enabled  him  to 
pursue  his  research  into  physical  optics  and 
wave  theory;  he  also  improved  the  telescope 
and  perfected  the  pendulum  clock.  Christiaan 
was  a  meticulous  scientist:  he  was  the  first 
successfully  to  work  out  the  mathematical 
basis  for  dividing  an  octave  into  31  equal  parts 
and  then  to  demonstrate  its  practicality  as  a 
tuning;  he  published  his  findings  in  1661 
(Novus  cyclus  harmonicus).  In  1663  he  was 
made  a  Fellow  of  the  Royal  Society,  London, 
and  three  years  later  Louis  XIV  appointed 
him  president  of  the  Academie  des  Sciences 
in  Paris. 

Konink  [Cooninck],  Servaas  de  (d  1717/18). 
Orchestral  player  in  the  Amsterdam  theatre 
and  composer  of  the  popular  and  influential 
1688  vernacular  opera  De  vrtjadje  van  Chris 
en  Roosje;  Konink  also  composed  incidental 
music  for  a  girls'  school  performance  of 
Racine's  Athalie  (1697),  as  well  as  duo  and 
trio  sonatas. 

Le  Ccnc,  Michel-Charles.  See  Low  coun- 
tries /  United  Provinces,  Roger,  Estienne. 

Leclair,  Jean-Marie.  See  France  /  Paris  and 
Versailles. 

Locatelli,  Pietro  Antonio  (1695-1764). 
Italian  virtuoso  violinist  and  composer  of 
sonatas  and  concertos,  who  from  1729  lived  in 
Amsterdam.  Locatelli  was  trained  at  Bergamo 
and  in  Rome,  where  he  may  have  studied 
with  the  aged  and  ailing  Corelli  and  Giuseppe 
Valentini;  from  17 17  until  1723  he  performed 
at  the  Roman  palazzo  of  Cardinal  Ottoboni, 
during  which  time  he  published  his  first  col- 
lection of  Corellian  concerti  grossi  in  Amster- 
dam (1721;  rev.,  1729).  In  1725  he  took  up  an 
appointment  as  a  virtuoso  da  camera  at  the 
Mantuan  court,  but  within  two  years  was  on 
his  way  northwards  -  first  to  the  Bavarian 
court,  then  in  1728  to  Berlin  (where  he  played 
for  the  King  of  Prussia)  and  Kassel  (where  he 
played  with  the  French  violinist  Jean-Marie 
Leclair  F aine).  He  is  said  to  have  preferred  a 
short  bow,  and  was  praised  as  much  for  the 
sweetness  of  his  playing  as  for  its  power  and 
brilliance. 

In  Amsterdam  he  not  only  taught  and 
directed  an  amateur  ensemble  (indeed  pro- 
fessionals were  not  allowed  to  join),  but  also 
served  as  a  proof-reader  to  the  printer  and 
publisher  Le  Ccne  (d  1743),  before  acquiring  a 
patent  to  publish  his  own  music;  this  includes 
mainstream  Italian  sonatas  for  flute  as  well  as 
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violin  (op.  6,  published  in  1737,  figures  among 
his  finest  works),  trio  sonatas,  and  concertos  - 
both  concern  gTossi  and  solo  concertos  {L'arte 
del  violino,  op.  3,  1733). 

Lustig,  Jacob  Wilhelm  (1706-96).  German- 
born  organist,  translator  and  writer.  Lustig 
grew  up  in  Hamburg  (where  his  father,  of  the 
same  name,  was  organist  at  the  Michaelis- 
kirche)  and  studied  with  Mattheson,  Tele- 
mann  and  Kunzen,  before  taking  up  an  organ 
post  in  Groningen.  Thanks  to  a  grant  from 
his  church  (St  Martin),  he  was  able  to  study 
in  London  in  the  early  1 730s.  He  took  Dutch 
citizenship  in  1743.  Though  unimportant  as  a 
composer,  Lustig  was  much  esteemed  as  an 
organist  and  sought-after  as  a  teacher.  He 
translated  the  writings  of  J.  J.  Quantz, 
Andreas  Werckmeister,  Niccolo  Pasquali  and 
Charles  Burney  into  Dutch  and  wrote  inter- 
estingly on  musical  life  in  the  Netherlands. 
He  contributed  his  autobiography  (under  the 
pseudonym  Conrad  Wohlgemuth)  to  Mar- 
purg's  Kritische  Briefe  (1763). 

Noordt  [Oort],  van.  Netherlands  family  of 
keyboard  players  and  composers  working  in 
the  17th  century  mainly  in  Amsterdam. 
Sybrand  (d  1654)  and  his  son  Jacob  (d  after 
1679)  were  carillonneurs.  Another  son, 
Anthoni  (d  1675),  was  a  distinguished  organ- 
ist, first  at  the  Nieuwc-Zijds-Kapcl  (1638-64) 
and  then  at  the  Nieuwe  Kerk.  He  may  have 
been  a  pupil  of  Sweelinck:  his  Tabulatuur- 
Boeck  van  psalmen  en  fantasyen  (1659;  lost) 
contained  six  fugal  fantasies  echoing  Swee- 
linck's  style.  About  1690  Jacob's  son  Sybrand 
(d  1705)  composed  and  published  a  set  of  four 
virtuoso  sonatas  for  different  instruments,  of 
which  the  fourth  is  considered  to  be  the 
first  harpsichord  sonata  published  outside 
Italy. 

Rcincken,  Johann  Adam.  See  Northern 
Europe  /  North  Germany:  Hamburg. 

Ricciotti,  Carlo  (^1681-1756).  Italian  violin- 
ist and  impresario  known  as  Charles  Bachichc 
(or  'Bacciccia')  working  in  The  I  lague.  Ricci- 
otti belonged  to  a  French  opera  company  in 
The  Hague  from  1702  until  1725,  eventually 
serving  as  its  director.  In  1740  he  was  granted 
a  patent  to  print  six  concertos  which  are  now 
known  to  be  the  seven-part  Concerti  armonici 
anonymously  published  that  year  (the  highly 
unreliable  London  printer-publisher  John 
Walsh  took  it  upon  himself  to  issue  them 
under  Ricciotti's  name  in  1755).  Dunning  has 
positively  ascribed  them  to  Count  Unico 
Wilhelm  van  Wassenacr,  after  having  recently 
discovered  in  Wassenaer's  library  a  manu- 
script copy  of  the  concertos  with  annotations 


in  Wassenaer's  hand;  Wassenaer's  friendship 
with  the  dedicatee  Count  Willem  Bentinck 
lends  further  strength  to  the  attribution.  Ric- 
ciotti served  merely  as  the  intermediary 
between  composer  and  recipient  and,  in  fact, 

there  is  no  evidence  that  he  ever  composed 
any  music  himself. 

Roger,  Estienne  (1665  6-1722).  Amsterdam 
music  printer  from  a  French  Huguenot 
refugee  family  whose  successful  business 
played  an  important  role  in  the  dissemination 
of  Italian  and  French  music  throughout 
Europe.  Roger  began  his  music  printing  busi- 
ness in  1697.  In  his  atelier  high-quality  copper 
engravings  were  made  from  new  manuscript 
works  as  well  as  from  foreign  prints  of  music 
by  Lully,  N.-A.  Lebegue,  Marin  Marais, 
Corelli,  Alessandro  Scarlatti  and  Vivaldi. 
Roger  numbered  his  editions  (about  500)  and 
the  books  in  stock,  and  issued  catalogues 
between  1698  and  1716  which  were  dis- 
tributed abroad  and  reprinted  in  newspapers. 
He  authorized  agents  in  Rotterdam,  Liege  and 
Brussels,  London,  Cologne,  Hamburg,  Halle, 
Berlin  and  Leipzig  to  sell  his  editions. 

Although  his  elder  daughter  was  meant  to 
have  succeeded  him  in  business,  she  died  in 
the  same  year;  the  firm  eventually  passed  into 
the  hands  of  Michel-Charles  Le  Cene  (d  1743), 
who  had  married  Roger's  younger  daughter 
{d  1723).  To  their  stock  he  added  nearly  100 
editions  of  Geminiani,  Locatelli,  Handel, 
Quantz,  Telemann,  Tartini  and  others  which 
were  issued  jointly  under  the  imprint  'Roger 
&  Le  Cene'.  Printing  ceased  in  1743  when  G. 
J.  de  la  Coste  took  over  the  firm. 

Rosier,  Carl.  See  Northern  Europe  5  West 
Germany  and  the  Rhineland. 

Saint-Evremond,  Charles  de  Saint-Denis. 
See  British  isles  /  London. 

Schenck  [Schcnk],  Johannes  (1660-41712). 
Netherlands-born  viol  player  and  composer 

who,  though  he  serv  ed  at  the  Dusseldorf  court 
of  the  Elector  Palatine  (Johann  Wilhelm  1)  as 
both  musician  and  chamber  councillor  (from 
17 10),  nevertheless  published  all  his  music  in 
Amsterdam.  His  viol  playing  was  said  to  be 
influenced  by  that  of  the  expatriate  English 
players  (Daniel  Norcombc,  I  lenry  Butler  and 
William  Young)  and  his  music  by  German  and 
italianate  models.  His  collections  arc  variously 
titled  in  Dutch  (i'itgevondene  tyd  en  konst- 
oeffentngen,  for  viol  and  continuo,  op.  2, 
?i688),  Italian  (//  giardino  armomco,  for  two 
v  iolins,  viol  and  continuo,  op.  3,  1691),  French 
{L'echo  du  Danube,  for  viol  alone  and  with 
continuo,  op.  9,  before  1706)  and  a  mixture  of 
the  last  two  {Le  nymphe  di  Rheno,  for  two  viols, 
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op.  8,  n.d.).  His  extant  vocal  works  all  employ 
Dutch  texts:  C.  van  Eekes  koninklyke  harp- 
liederen  (1693/4)  >s  scored  for  two  voices,  two 
viols  and  continuo. 

Schickhardt,  Johann  Christian  (<i682- 
1762).  Travelling  German  recorder  and  oboe 
player  and  composer  who  spent  many  years  in 
the  Netherlands.  Schickhardt  was  trained  at 
the  Brunswick  court  and  first  visited  the 
Netherlands  in  the  service  of  Fricdrich  of 
Hessen-Kassel;  he  went  on  to  serve  Henriette 
Amalia  of  Anhalt-Dessau  and,  eventually,  the 
Prince  of  Orange.  Thereafter  he  went  to 
Hamburg  (by  171 2),  where  he  acted  as  an 
agent  for  the  Amsterdam  publishing  firm  of 
Estienne  Roger,  then  further  south  to  work 
at  the  courts  of  Weimar  and  Cothcn.  From 
the  early  1720s  he  was  in  Scandinavia,  before 
finally  returning  to  the  Netherlands  and  taking 
up  a  post  at  the  University  of  Leiden  in  1745. 
He  published  The  Compleat  Tutor  to  the 
Hautboy  in  London  (r  1 7 1 5)  and  a  set  of  24 
sonatas  in  Amsterdam  (1735). 

Schnitger.  See  Northern  Europe  /  North 
Germany. 

Smith,  Bernard  ('Father').  See  British  isles 
/  London. 

Sweelinck  [Zwelinck],  Jan  Pieterszoon 
(1562- 1 621).  Celebrated  Netherlands  organ- 
ist, composer  and  teacher.  Sweelinck 
remained  all  his  life  in  Amsterdam,  where  he 
and  his  son  after  him  were  organists  at  the 
Oudc  K.erk.  His  greatness  lay  not  so  much  in 
his  music  as  in  his  influence.  His  pupils  came 
primarily  from  Germany:  Andreas  Duben, 
Peter  Hassc,  the  Scheidts,  Paul  Siefert  and 
Hcinrich  Schcidemann,  who  became  the 
pillars  of  the  North  German  Baroque  organ 
school.  He  was  also  much  in  demand  as  an 
adviser  on  the  repair  and  restoration  of  organs. 
I  lis  own  keyboard  music  was  widely  circulated 
in  manuscript,  though  never  printed  and 
hence  poorly  preserved.  What  remains 
includes  ingenious  chorale  variations,  and 
cycles  of  variations  inspired  by  the  English 
virginalist  school,  as  well  as  the  monumental 
free-formed  fantasias  and  toccatas  which 
influenced  so  many  keyboard  composers  after 
him. 

His  vocal  music  fared  better,  the  most 
important  being  his  cycle  of  polyphonic  set- 
tings of  the  Geneva  Psalter,  which  began 
appearing  in  1597  and  continued  throughout 
his  life.  They  are  for  five  voices,  a  cappella 
for  the  most  part,  and  in  French;  Sweelinck 
composed  them  not  for  Calvinist  services  but 
rather  for  the  private  musical  devotions  of 
Amsterdam's     wealthy     bourgeoisie.  In 
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contrast,  his  Cantiones  sacrae  (1619)  adhere  to 
the  Catholic  liturgy.  He  also  published  two 
collections  of  chansons  in  1594  and  161 2. 

Tabel,  Hermann.  Sec  British  isles  /  London. 

Tessarini,  Carlo.  See  Italy  10  Itinerant 
Musicians. 

Valcntini,  Giuseppe.  See  Italy  10  Itinerant 

Musicians. 

Valerius,  Adriaen  (n  575-1625).  Netherlands 
lawyer  and  historian  whose  Nederlandtsche 
gedenck-clanck  (pubd  posth.,  1626),  a  history 
of  the  conflicts  between  the  Netherlands  and 
Spain  ( 1 555-1625),  contains  engravings  of  76 
popular  songs  with  texts  by  Valerius  himself; 
it  includes  the  first  appearance  of  the  Dutch 
national  anthem,  rVilhelmus  van  Nassoume. 

Vallet,  Nicolas  (n583-after  1642).  Important 
Netherlands  lutenist  who  was  trained  in 
France  (he  may  have  been  of  French  origin). 
By  16 14  he  was  in  Amsterdam:  for  the  first 
six  years  he  composed  all  his  music  for  lute 
and  thereafter  lived  by  teaching  and  playing. 
In  1626  Vallet  and  three  English  musicians 
(Richard  Swift,  Edward  Hancock  and  Robert 
Tindel)  formed  a  partnership  which  lasted 
six  years;  their  ventures  included  a  dancing- 
school.  After  Emanuel  Adriaenssen  (d  1604), 
Vallet  and  Joachim  van  den  Hove  were  con- 
sidered the  finest  lutenists  of  their  day. 

Wassenaer,  Unico  Wilhelm  van  (1692- 
1766).  Netherlands  civil  servant  from  a  noble 
family,  who  served  as  the  United  Provinces' 
ambassador  to  Paris  (1744)  and  Cologne 
(1740);  he  was  the  composer  of  the  anony- 
mously published  Concerti  armonici  (1740) 
once  attributed  to  Carlo  Ricciotti  and  Per- 
golesi  (to  name  only  two).  Wassenaer  lived 
alternately  in  the  family  castle  of  Twickel  and 
in  a  grace-and-favour  town  house  in  The 
Hague  (as  a  member  of  the  Board  of  the 
Admiralty  and  a  director  of  the  East  India 
Company),  and  collected  a  library  of  chamber 
music.  He  was  also  active  as  a  composer, 
having  -  from  the  evidence  of  the  seven-part 
concertos  -  acquired  at  some  point  a  fine 
contrapuntal  technique  and  command  of  the 
late  Baroque  style.  He  dedicated  the  concertos 
to  a  friend,  Count  Willem  Bentinck;  Ricciotti, 
a  violinist-impresario  in  The  Hague,  acted 
only  as  their  intermediary  (it  was  John  Walsh, 
the  London  printer,  who  ascribed  the  con- 
certos to  Ricciotti).  Even  as  anonymous  works 
the  concertos  have  been  much  admired  for  the 
expressive  beauty  of  their  slow  movements 
(such  as  that  of  the  first  concerto,  with  its 
cantahile  cello  tunc  set  against  an  ostinato). 

Witvogel,  Gerhard  Fredrik  (ft 669- 1746). 
German  organist  and  music  publisher  working 
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in  Amsterdam.  Witvogel  held  organ  posts  at 
the  Nieuwe  Kerk  from  1726  until  his  death 
and,  briefly,  at  the  Oude  Kerk  (from  1724). 
In  1 73 1  he  acquired  a  privilege  for  printing 
music  and  set  about  producing  a  wide  range 
of  reliable  editions;  his  firm  ultimately  became 
part  of  Roger  &  Le  Cenc. 


2  South  Netherlands 

A  Kcmpis,  Nicolaus  (ci  600- 1676).  Organist 
at  Ste  Gudule,  Brussels  (from  1626),  and  the 
composer  of  some  of  the  earliest  known 
sonatas  in  the  Low  Countries  (he  published 
collections  of  Symphoniae,  for  varied  numbers 
of  strings  and  wind  instruments,  between  1644 
and  1650).  He  was  succeeded  at  Ste  Gudule 
in  about  1670  by  his  fifth  son,  Joannes  Flo- 
rentius  a  Kempis  (1635-after  171 1),  who  in 
turn  left  the  post  to  his  son  Guillelmus  and 
composed  a  set  of  12  sonatas  for  violin,  viol 
and  continuo  (partbooks  for  which  were 
owned  by  Thomas  Britton,  the  coal-dealer, 
and  probably  used  at  the  regular  concerts  at 
his  London  home  later  in  the  century  ). 

Boutmy,  Josse  (1697-1779).  Third- 
generation  organist  who  left  Ghent  for  Brus- 
sels, where  in  1729  he  acquired  citizenship. 
From  1736  he  was  employed  by  the  Prince  of 
Thurn  and  Taxis  and  from  1744  until  1777 
served  as  organist  at  the  Brussels  court  and 
harpsichord  teacher  to  the  ladies  of  the  court. 
Boutmy  published  three  collections  of  harp- 
sichord music  -  the  first  and  second  in  Paris 
(1738,  1740-4),  accordingly  tailored  in  some 
measure  to  French  taste,  and  the  third  in  Brus- 
sels (^1750). 

Bull,  John.  See  British  isles  /  London. 

Carlier,  Crespin.  See  France  2  Provinces. 

Cornet,  Peeter  (1570/80-1633).  Organist  and 
the  leading  composer  of  extended  keyboard 
fantasias  during  the  early  17th  century.  Cornet 
came  from  a  family  of  Brussels  musicians  and 
was  himself  an  organist  (in  the  company  of 
Peter  Philips  and  John  Bull)  at  the  Brussels 
court  of  the  Archduke  Albert. 

Couchet,  Joannes  (n6i 2-1655).  Virginal 
and  harpsichord  maker  who  was  the  grandson 
of  the  master  guild  craftsman  Hans  Ruckers 
(1540/50-98).  Couchet  learnt  the  trade  of 
instrument  building  in  the  Ruckers  workshop 
in  Antwerp  under  his  uncle  Joannes  and  built 
his  ow  n  experimental  versions  of  the  Ruckers 
models,  one  of  which  belonged  to  Constantijn 
Huygens.  Three  of  his  children  also  became 


makers  and  members  of  the  guild.  Sec  Low 
countries  2  South  Netherlands,  Ruckers. 

Croes,  Henri-Jacques  de  (1705-86).  Court 
violinist,  conductor  and  composer  of  main- 
stream church  and  chamber  music.  In  Brus- 
sels Croes  served  first  Prince  Anselme- 
Francois  of  Thurn  and  Taxis,  then  from  1744 
the  governor  of  the  Austrian  Netherlands, 
Charles  of  Lorraine. 

Cuzzoni,  Francesca.  See  Italy  10  Itinerant 
Musicians. 

DalFAbaco.  See  Central  Europe  /  South 
Germany:  Munich. 

Daniclis,  Daniel.  See  France  2  Provinces. 

Dc  Fcsch,  Willem.  Sec  Low  countries  / 
United  Provinces. 

Dering,  Richard.  See  British  isles  2  Prov- 
inces. 

Dulckcn.  Master  harpsichord  makers,  father 
and  son,  working  together  in  Antwerp  from 
1 741 .  Anton  (d  1763)  had  earlier  worked  in 
Brussels;  his  son  Johan  Daniel  (d  after  1769) 
returned  there  in  1756.  In  particular  the  son 
built  up-to-date  versions  of  Ruckers  instru- 
ments with  a  compass  ot'F-f".  His  post- 1745 
instruments  incorporate  knee-levers,  dogleg 
jacks,  a  lute  or  nasal  row  and  a  sliding  upper 
manual  for  coupling. 

Du  Mont,  Henry.  See  France  /  Paris  and 
Versailles. 

Eve,  Alphonse  d'  (1666- 1727).  Master  of 
singing  at  Antwerp  Cathedral  (1718-25)  and 
composer  of  both  italianate  and  galant  sacred 
music.  He  was  the  son  of  Honore-Eugene 
d'Eve,  singer  and  director  (from  1666)  of  the 
Brussels  court  chapel. 

Fiocco.  Venetian  family  of  keyboard  players 
and  composers  at  the  Brussels  court  during 
the  17th  and  18th  centuries.  While  in  charge 
of  music  at  the  ducal  chapel  in  Brussels  from 
1687,  Pictro  Antonio  Fiocco  (n  650-1 7 14) 
composed  new  prologues  for  Lully  operas  per- 
formed there  during  the  1690s.  In  this  way  he 
gained  the  attention  of  the  Elector  of  Bavaria, 
who  made  him  first  lieutenant  (1696),  then 
Pietro  Tom's  successor  as  maitre  de  chapelle 
(1706)  at  his  court.  He  also  served  after  1703 
as  maitre  de  musique  at  Notre  Dame  du  Sablon, 
where  his  Venetian  sacred  concertos  and 
motets  were  performed. 

His  sons  Jean-Joseph  (1686-1746)  and 
Joseph-Hector  (1703-41)  also  took  up  court 
and  church  posts.  Jean-Joseph  served  at  Notre 
Dame  du  Sablon  and  composed  oratorios, 
French  grands  motets,  and  concertos.  His 
younger  brother  was  maitre  de  chapelle  at 
Antwerp  Cathedral,  before  returning  in  1737 
to  Brussels  as  head  of  music  at  the  collegiate 
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church  of  Sts  Michel  and  Gudule;  his  pieces 
de  clavecin  (1730)  reveal  his  familiarity  with 
those  of  Couperin,  while  his  lecons  de  tenebres 
for  voice,  cello  and  continuo  are  more  Han- 
delian  in  character. 

Frescobaldi,  Girolamo.  See  Italy  7  Papal 
Stales:  Rome. 

Ghcrsem,  Gery.  See  Iberian  peninsula  and 
colonies  /  Spain. 

Hayne,  Gillcs  (1590- 1650).  Liegeois  singer 
and  composer,  whose  style  was  influenced  by 
study  in  Rome  (161 3).  From  about  161 8  until 
1627  he  served  as  director  of  music  to  the 
Prince-Bishop  of  Liege  (Ferdinand  of 
Bavaria);  he  was  appointed  a  canon  of  St  Jean 
1'Evangeliste  in  1627  and  grand  chantre  four 
years  later.  In  1638  the  brother  of  the  Prince- 
Bishop  (the  Duke  of  Neuburg  and  Count  Pala- 
tine of  the  Rhine)  made  Hayne  his  super- 
intendent of  music  in  absentia,  requiring  only 
that  he  compose  sacred  music,  send  pro- 
fessional singers  and  correspond  in  Italian. 

Hclmont,  Charles-Joseph  van  (1715-90). 
Organist  and  composer  who  from  1741  served 
for  36  years  as  kapelmecstcr  at  Ste  Gudule, 
Brussels  (he  was  succeeded  in  1777  by  his 
son,  Adrien-Joseph  van  Hclmont).  In  1737  he 
published  a  collection  of  pieces  de  clavecin  in 
the  style  of  Rameau,  although  his  most 
important  secular  composition  was  a  diver- 
tissement, Le  retour  desire  (1749).  Throughout 
his  career  he  composed  italianate  concerted 
motets  with  recitatives,  da  capo  arias  and 
choruses.  In  1768  he  founded  a  music  society 
which  presented  weekly  public  concerts. 

Hodemont,  Leonard  (Collet)  de  («575~ 
1636).  Canon  and  vigorous  maitre  de  chant  at 
Liege  Cathedral  who  took  a  special  interest  in 
carillon  music,  revised  the  Officium  defunct- 
orum  of  the  Liege  Breviary  (1623)  and  com- 
posed the  first  music  to  be  printed  there  (Sacri 
concentus,  1630),  but  nevertheless  was  sacked 
from  his  posts  in  1633. 

Hove,  Joachim  van  den.  See  Low  countries 
/  United  Provinces. 

Kcrckhoven,  Abraham  van  den  (<i6i8- 
1701).  Organist,  active  in  Brussels,  and  com- 
poser of  imaginative,  improvisatory  music 
(only  four  fugues,  eight  fantasias  and  two  pairs 
of  preludes  and  fugues  survive).  His  first  post 
was  as  organist  of  Ste  Catherine;  in  1648  he 
took  up  the  post  of  domestic  music  organist 
to  Archduke  Leopold  Wilhelm  (the  Austrian 
Governor  of  the  Low  Countries)  left  vacant 
by  J.  K.  Kcrll.  Kerckhoven  joined  the  royal 
chapel  in  1656  and  three  years  later  was  made 
first  organist.  In  1707  another  member  of 
the  family,  Mclchior  van  den  Kerckhoven 
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(d  1758),  became  an  organist  of  the  royal 
chapel,  serving  as  first  organist  from  1737 
until  1755. 

Kcrll,  Johann  Kaspar.  See  Central  Europe 
3  Austro-Hungary:  Vienna. 

Langhedul,  Matthijs  (d  1635/6).  Organ 
builder  who  played  an  important  role  in  the 
development  of  French  organ  building.  With 
his  father  Jan  Langhedul  {d  1 592),  Matthijs 
was  in  Paris  from  1585,  renovating  instru- 
ments (Sainte  Chapelle)  and  building  them 
(notably  St  Jacques-la-Boucherie,  with 
Crespin  Carlier).  He  spent  the  last  decade  of 
the  century  in  Spain  as  an  organ  tuner  at  the 
Spanish  court,  returning  to  Paris  in  1599  to 
work  on  the  organ  at  St  Eustache  and  to  build 
a  new  one  at  St  Gervais  (1601-2),  which 
became  the  Couperin  family's  instrument. 
From  1 61 3  he  was  organ  builder  to  the  Brus- 
sels court;  he  also  built  an  instrument  for  the 
Spanish  court  at  Madrid. 

Loeillet.  Family  of  instrument  players  and 
composers,  scattered  about  Europe.  Jean  Bap- 
tiste  [John J  (1680- 1730),  the  most  versatile 
musician  of  the  family,  went  to  London, 
anglicized  his  name  and  became  a  wind  player 
in  the  Drury  Lane  orchestra.  He  was  principal 
oboe  in  the  Queen's  Theatre  orchestra  and  is 
credited  with  having  introduced  the  transverse 
flute  as  a  fashionable  instrument.  Loeillet 
became  a  much  sought-after  teacher  of  the 
harpsichord  and  published  a  collection  of 
pedagogical  Lessons  (c  17 12).  He  also  composed 
trio  sonatas  in  the  Corellian  mould  for 
recorders,  oboes,  flutes  and  violins.  Weekly 
concerts  took  place  at  his  house  in  Hart  Street, 
where  in  December  17 14  Corelli's  op.  6  con- 
cern grossi  were  first  heard  in  London. 

His  younger  brother  Jacques  [Jacob]  (1685- 
1748)  took  up  an  appointment  as  oboist  to  the 
Elector  of  Bavaria  while  he  was  exiled  in  the 
Netherlands.  He  returned  with  the  elector  to 
Munich,  where  he  stayed  until  about  1728, 
when  he  left  for  France  to  become  an  hautbois 
de  la  chambre  du  roi  at  Versailles.  He  spent  his 
last  years  in  Ghent. 

Their  cousin  Jean-Baptiste  ['Loeillet  de 
Gant']  ( i688-c  1720)  became  a  musician  to  the 
Archbishop  of  Lyons;  he  left  sonate  da  chtesa 
for  recorder  and  continuo,  with  slow  move- 
ments ornamented  in  the  French  style. 

Madonis,  Luigi.  See  Italy  4  Venice. 

Maximilian  II  Emanuel.  See  Central 
Europe  /  South  Germany:  Munich. 

Norcombe,  Daniel  {fl  1602-47).  English  viol 
player  working  at  the  Brussels  court  of  Arch- 
duke Albert;  viol  pieces  by  him  appear  in 
the  first  and  second  editions  of  Christopher 
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Simpson's  Division-violtst  (London,  1659, 
1667). 

Philips,  Peter  (1560/61-1628).  English  Cath- 
olic priest,  organist  and  composer  who  emi- 
grated to  the  Spanish  Netherlands,  where  he 
became  a  central  figure  in  the  musical  estab- 
lishment of  the  Brussels  court  of  Archduke 
Albert.  Philips,  once  a  choirboy  at  St  Paul's 
Cathedral,  London,  left  England  in  1582 
bound  for  Rome,  where  he  met  Palestrina  and 
found  temporary  employment  with  a  fellow 
English  Catholic,  Lord  Thomas  Paget 
(d  1590),  with  whom  he  travelled  in  Spain, 
France  and  the  Netherlands,  before  settling  in 
Antwerp.  There  he  published  three  collections 
of  madrigals  (1596,  1598,  1603  -  Roman  in 
style  and  amateur  in  their  demands  upon 
singers)  which  proved  popular  enough  to  be 
reprinted. 

It  was  not  until  1 597  -  having  spent  several 
months  in  prison  in  1593  for  his  suspected 
involvement  in  a  plot  against  the  English 
queen  -  that  he  joined  the  court  musicians 
of  Archduke  Albert  (d  1621)  as  an  organist, 
remaining  in  that  post  for  well  over  20  years. 
Many  of  his  ornamented  intabulations  of 
Italian  polyphony  and  English  dances  are  in 
the  Fitzwilliam  Virginal  Book  (compiled 
1609-19);  in  particular  the  'Pa van  and  galliard 
Dolorosa'  (composed  while  in  prison)  and  the 
'Pavan  and  galliard  Pagget'  are  considered 
among  the  finest  examples  of  his  keyboard 
style;  both  survive  in  five-part  consort 
versions.  Philips  knew  Swcclinck  and  John 
Bull,  who  settled  in  Antwerp  in  1613. 

But  it  was  as  a  composer  of  Counter-Refor- 
mation motets  that  Philips  left  a  substantial 
and  lasting  testament  to  his  gifts  as  a  musician. 
They  range  widely  in  style,  some  Palestinian, 
others  unmistakably  madrigalian  and  incor- 
porating continuo  parts.  Philips  waited  until 
161 2,  the  height  of  his  career,  to  issue  a  col- 
lection of  chamber  motets  (Cantiones  sacrae), 
composed  for  the  intimate  court  chapel,  fol- 
lowing it  with  another  (Gemmulae  sacrae)  the 
following  year;  the  Deliciae  sacrae  came  out  in 
1616,  and,  finally,  his  mammoth  Paradisus 
saens  cantwntbus,  containing  106  motets  for 
one  to  three  voices  and  continuo,  appeared 
just  before  his  death. 
Rimonte,  Pedro  (ri570-after  161 8).  Spanish 
composer  working  in  Brussels  from  1598  in 
the  service  of  the  Infanta  Isabella,  wife  of  the 
Governor  of  the  Netherlands,  as  choirmaster 
(1603)  and  master  of  chamber  music  (1604). 
Although  he  returned  to  his  native  Saragossa 


in  1 61 4,  there  is  evidence  that  he  was  back  in 
Brussels  by  1618.  He  published  collections  of 
Masses  (1604)  and  madrigals  and  villancicos 
(F.l  parnaso  espanol,  1607)  in  Antwerp;  a  single 
motet  survives  in  manuscript. 

Romero,  Mateo.  See  Iberian  peninsula  and 
colonies  1  Spain. 

Rosier,  Carl.  See  Northern  Europe  5  West 
Germany  and  the  Rhineland. 

Ruckers.  Catholic  family,  resident  in  Antwerp, 
who  were  pre-eminent  builders  of  keyboard 
instruments  during  the  late  Renaissance  and 
early  Baroque.  Joannes  [Jan]  Ruckers  (1578- 
1643)  a"d  n's  brother  Andreas  [Andries] 
( 1 579  after  1645)  took  over  their  father  Hans's 
successful  business  at  his  death  in  1 598.  Like 
their  father  they  built  organs,  as  well  as  five 
different  sizes  of  virginals,  single-  and  double- 
manual  harpsichords,  and  hybrid  com- 
binations of  virginals  and  harpsichord. 
Andreas  left  the  firm  in  1608,  but  his  son,  of 
the  same  name  (1607-before  1667),  eventually 
took  his  place,  along  with  a  cousin,  Joannes 
Couchet. 

The  Ruckers  numbered  their  instruments 
and  usually  indicated  the  date  on  the  sound- 
boards; the  lids  were  painted  by  such  local 
artists  as  Rubens,  Jan  Breughel  and  Van 
Balen,  and  the  cases  were  decorated  with 
trompe-r oeil  marbling.  However,  the  true 
beauty  lay  in  the  evenness  of  tone  and  aston- 
ishing resonance  within.  Accordingly,  their 
instruments  were  copied  by  makers  all  over 
Europe,  including  Scandinavia.  When  the 
double-manual  harpsichords  were  inevitably 
subjected  to  ravalement  (modernization),  the 
soundboards  were  never  tampered  with.  The 
single-manual  harpsichords  were  popular  in 
England,  the  double-manual  ones  highly 
prized  by  the  French  and  Italians.  Those  sur- 
viving to  modern  times  are  catalogued  in  The 
New  Grove. 

Spiridio.  See  Northern  Europe  7  Itinerant 
Musicians. 

Steffani,  Agostino.  See  Northern  Europe  / 

North  Germany. 

Taskin,  Pascal-Joseph.  See  France  /  Paris 
and  Versailles,  Blanchet. 

Torri,  Pietro.  See  Central  Europe  /  South 
Germany:  Munich. 

Volumier,  Jean  Baptiste.  See  Northern 
Europe  4  Saxony  and  Thuringia:  Dresden. 

Zamponi,  GiosefTo  (d  1662).  Italian  composer 
working  in  Brussels,  whose  Ulisse  nelfisola  di 
Circe  (1650)  was  the  first  opera  to  be  per- 
formed at  the  Brussels  court. 
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The  Spanish  and  Portuguese  Heritage 

The  century  following  the  death  of  King  Philip  II  in  1598  has  often  been  char- 
acterized as  a  time  of  decline  and  decadence,  during  which  Spain's  power  and 
influence  dwindled  and  cultural  development  was  stifled  by  isolationism.  This 
profoundly  negative  picture  is  only  partly  justified.'  The  Spanish  Habsburgs 
remained  a  force  in  European  politics,  and  Spanish  artists  and  writers  made  essential 
contributions  to  European  culture.  Spanish  music  of  the  period  is  less  well  known. 
It  has  not  been  studied  widely  or  performed,  partly  because  it  has  survived  in 
manuscript  sources  which  are  difficult  to  consult.  Further,  most  of  the  early  research 
was  devoted  to  sacred  music,  which  as  compared  to  secular  music  was  indeed  in 
decline. 

In  fact,  Spanish  culture  shows  a  complex  but  striking  originality.  Spain  experi- 
enced a  second  Golden  Age  because  art  was  both  a  solace  and  a  vital  emblem  to  her 
proud  rulers.  Cultural  patronage,  once  divided  among  competing  noble  houses, 
became  centralized  as  the  Habsburgs  and  their  ministers  systematically  stripped 
noble  families  of  their  wealth,  drawing  them  to  the  Madrid  court  and  compelling 
them  to  live  as  courtiers.  The  arts  had  two  primary  functions:  when  financed  by  the 
court  they  could  proclaim  the  power  and  grandeur  of  the  monarchy,  while  for  the 
educated  commoner  and  the  nobility  they  were  a  forum  for  social  criticism  and  a 
mirror  of  society.  The  visual  arts  were  especially  important  for  their  representational 
potential  and  their  immediate  impact.  Music,  however,  did  develop  its  own  pro- 
pagandistic  and  nationalistic  function,  towards  political  or  religious  ends,  especially 
certain  forms  of  vernacular  sacred  and  theatrical  music.  Under  King  Philip  III 
(reigned  1 598-1621)  and  his  minister  the  Duke  of  Lcrma  cultural  patronage  did  not 
expand,  but  the  role  of  music  is  clear  as  representative  of  its  patrons.  The  court 
supported  its  Capilla  Real,  its  ministriles  (players  of  wind  instruments),  trumpeters, 
and  chamber  musicians  for  the  king's  and  the  queen's  households.  Latin  sacred 
music  in  the  orthodox  Renaissance  style  was  the  mainstay  of  the  chapel,  thanks  to 
the  direction  of  Mateo  Romero,  a  Flemish  composer  trained  in  the  Franco-Flemish 
tradition  that  had  dominated  the  chapel  since  the  time  of  Charles  V. 

Secular  music  at  court  was  also  fairly  conservative.  Sophisticated  monody  and 
recitative,  so  fashionable  in  Italy,  were  unknown  until  1627.  While  innovative  Italian 
instrumental  styles  and  techniques  may  have  been  imported  by  foreign  string 
players,  secular  vocal  music  was  mainly  heard  in  simple  polyphonic  settings  of  well- 
known  tunes,  and  the  chamber  musicians  mostly  provided  dance  music  for  palace 
balls  and  intimate  entertainments  for  the  queen.  Theatrical  spectacles  were  rare:  the 
king  preferred  dancing,  and  the  queen  considered  them  improper  and  lascivious. 
The  first  of  Philip  Ill's  reign,  a  masque  given  in  celebration  of  the  birth  of  the 
future  Philip  IV  in  June  1605,  at  Valladolid,  exemplifies  the  conservative  approach 
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with  its  formal  polyphony  for  two  choirs  followed  by  elegant  dances  in  a  traditional 
style.  On  less  formal  occasions  current  styles  of  secular  music  were  absorbed  into 
theatrical  performances,  as  in  1614  and  161 7  when,  after  Queen  Margarita's  death, 
Philip  III  and  his  children  were  entertained  at  the  Duke  of  Lerma's  country  estate 
with  plays  by  Lope  de  Vega  and  Luis  Vclez  de  Guevara. 

With  the  accession  in  1621  of  Philip  IV,  the  'Planet  King',  contemporary  observers 
proclaimed  a  new  Golden  Age.  The  monarchy  was  transformed  into  a  stronger, 
more  vital  institution  through  a  carefully  planned  agenda  in  which  the  arts  had  a 
well-defined  role.  Attention  to  domestic  affairs  was  reflected  by  a  dignification  of 
'native',  popular  and  emblematically  Spanish  forms  of  art.  Fashionable  courtly 
poetry  was  nationalistic  in  its  adaptation  of  material  from  the  popular  sphere; 
similarly,  fashionable  song  settings  by  court  composers  such  as  Mateo  Romero,  Juan 
Bias  de  Castro  and  Carlos  Patino  adapt  well-known  tunes  and  characteristic  rhythms 
that  give  them  a  national  identity.  These  were  also  adapted  for  the  public  theatres 
in  comedias  by  the  leading  dramatists,  treating  themes  of  immediate  national,  moral 
or  social  interest.2  Here  songs  were  largely  used  in  scenes  of  everyday  life,  to 
reinforce  verisimilitude.  Although  many  of  the  composers  whose  songs  survive 
worked  in  the  elevated  sphere  of  the  court,  secular  songs,  in  an  ingenious  but  simple 
diatonic  style,  were  thus  products  of  early  17th-century  Spanish  culture. 

In  the  new  age  ushered  in  by  the  young  Philip  IV  and  his  valido,  the  Count- 
Duke  of  Olivares,  visual  display  became  essential  as  politically  emblematic  art,  for 
the  king  and  his  ministers  were  eager  to  promote  a  positive  image.  A  new  palace, 
the  Buen  Retiro,  was  hurriedly  constructed,  and  several  royal  sites  were  refurbished 
with  the  guidance  of  the  leading  court  artist,  Diego  Velazquez.3  The  new  vision  of 
the  monarchy  also  provoked  a  renewed  interest  in  court  theatrical  spectacles,  all  of 
which  relied  on  music  to  some  extent.  The  king  hired  Italians  to  supervise  the  scenic 
effects,  which  thus  were  similar  to  those  seen  in  the  best  court  theatres  elsewhere. 

This  reliance  on  italianate  effects  did  not  signal  the  incorporation  of  foreign 
musical  styles.  In  the  first  two  decades  of  Philip's  rule  the  music  for  court  plays  was 
similar  to  that  for  the  comediasy  except  that  the  former  could  exploit  a  larger  number 
and  wider  range  of  singers  and  instrumentalists.  But  there  is  no  evidence  of  music 
in  the  Italian  style:  traditional  Spanish  songs  and  fashionable  songs  by  the  court 
composers  were  still  the  mainstay  at  court  as  in  the  town. 

In  1627  the  court  audience  saw  an  opera  in  the  Florentine  style  with  a  Spanish 
text  by  the  leading  dramatist,  Lope  de  Vega:  La  selva  sin  amor,  conceived  by  Cosimo 
Lotti,  Philip  IV's  first  Italian  stage  architect,  to  display  his  talents.  The  Bolognese 
lutenist  Filippo  Piccinini,  who  joined  the  Spanish  court  in  161 3,  was  obliged  by  the 
Florentines  to  compose  the  score;  he  claimed  unfamiliarity  with  the  recitative  style, 
also  unknown  to  the  Spanish  court  composers.4  Although  Lotti's  scenic  effects  were 
highly  successful,  La  selva  sin  amor  made  virtually  no  impression  on  the  course  of 
music  in  Spain.  Opera  was  not  established  as  a  genre,  and  the  recitative  style  was 
not  taken  up  immediately  by  Spanish  musicians.  Neither  did  the  new  concepts  of 
'speech  in  song'  and  totally  sung  theatre  inspire  commentary  (as  far  as  we  know) 
from  the  usually  vociferous  circle  of  court  dramatists  and  musicians.  The  foreign 
genre  (pastoral  opera)  and  the  humanistically  inspired  musical  style  (recitative)  seem 
to  have  been  rejected  by  both  the  artistic  community  and  the  royal  patrons. 

No  further  operas  were  performed  at  court  until  1660,  though  the  recitative  style 
was  reintroduced  in  the  1650s.  In  1652  the  court  dramatist  Pedro  Calderon  de  la 
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Barca  prepared  an  elaborate  mythological  drama  for  the  theatre  at  Bucn  Retiro. 
Music  had  a  more  important  place  here  and  in  subsequent  court  plays,  especially 
in  the  mythological  semi-operas,  where  recitative  distinguished  the  conversations  of 
the  gods  from  those  of  mere  mortals,  and  lyrical  song  became  the  vehicle  for  divine 
messages  to  the  mortals.  Recitative  was  suggested  by  the  king's  Italian  stage  engineer, 
Baccio  del  Bianco  (see  Plate  20),  and  the  papal  legate  to  Madrid,  Giulio  Rospigliosi, 
the  distinguished  poet  and  librettist.5  According  to  Baccio's  letters,  the  Spaniards 
knew  nothing  of  recitative  and  were  sceptical  about  'acting  in  song'.''  Nevertheless, 
a  Spanish  adaptation  of  recitativ  e  became  an  essential  ingredient  of  the  mythological 
semi-operas  by  Calderon  and  the  composer  Juan  I  Iidalgo,  and  was  used  occasionally 
in  the  pastoral  zarzuelas,  in  which  spoken  dialogue  was  standard.7  The  music  in 
both  genres  was  largely  Hidalgo's  creation,  although  others  (Juan  del  Vado,  Cristobal 
Galan)  occasionally  wrote  for  the  court  plays.  Hidalgo's  music  is  not  italianate  and 
is  instead  shaped  by  characteristically  Spanish  rhythms  and  melodic  cliches,  closely 
tailored  to  the  poetry. 

Amid  the  comedias,  semi-operas  and  zarzuelas  produced  at  court,  the  two  Cal- 
deron-Hidalgo  operas  of  1660,  La  purpura  de  la  rosa  and  Celos  aun  del  aire  ma  tan, 
were  exceptional.  Planned  to  celebrate  the  Peace  of  the  Pyrenees  and  the  marriage 
between  Louis  XIV  and  the  Infanta  Maria  Teresa/  the  operas  were  commissioned 
to  display  the  court's  elegance  in  competition  with  the  French  celebrations  (in  which 
Cardinal  Mazarin  planned  to  produce  Italian  opera,  by  Cavalli).  Although  a  non- 
Spanish  genre  was  chosen,  Celos  aun  del  aire  matan  demonstrates  that  text  and  music 
were  conceived  and  executed  without  recourse  to  foreign  models.  This  and  La 
purpura  de  la  rosa  were  decidedly  native  products;  Hidalgo  and  Calderon  produced 
a  Spanish  operatic  style  (in  which  the  predominant  texture  is  that  of  the  strophic 
air,  even  for  narrative  and  dialogue)  more  than  a  decade  before  Lully  and  Quinault 
developed  a  French  one. 

The  most  important  musical  institutions  besides  the  court  were  the  cathedrals, 
the  large  churches  and  the  municipal  theatres  in  the  largest  cities.  The  factors  that 
influenced  music  at  court  held  everywhere,  and  uniformity  rather  than  diversity  was 
the  rule.  In  secular  music,  the  styles  of  the  most  famous  composers  (Romero,  Juan 
Bias  de  Castro  and  Hidalgo)  were  legitimized  by  royal  approval,  and  their  works 
became  models.  Large-scale  compositions  by  leading  church  composers  were  copied 
and  passed  on  to  fellow  maestros  de  capilla  in  lesser  churches.  Although  the  Counter- 
Reformation  had  imposed  a  reformed  orthodoxy  and  uniformity,  the  decline  in 
religious  education  and  simplification  of  religious  thought  seems  also  to  have  brought 
an  avoidance  of  innovative  forms  and  styles.  Latin  sacred  music  was  generally 
composed  in  strict  counterpoint  or  in  the  grand  16th-century  polychoral  style.  But 
the  vernacular  villancico  was  prolifically  cultivated  in  all  regions;  it  could  be  solo  or 
multi-voiced  in  texture,  instrumentally  accompanied  or  a  cappella,  and  could 
embrace  a  variety  of  poetic  styles  and  topics.  Villancicos  were  heard  by  large  numbers 
of  people  at  important  religious  celebrations;  the  texts  thus  had  to  be  audible,  and 
the  styles  tended  to  be  contemporary  and  sometimes  semi-theatrical.  Some  clerics 
and  moralists  detested  villancicos  because  of  their  secular  and  popular  tendencies, 
but  it  w  as  precisely  this  that  made  the  villancico  a  useful  source  of  broadly  appreciated 
religious  propaganda,  and  it  was  virtually  the  only  form  of  non-liturgical  religious 
vernacular  music  before  the  18th  century. 

The  cultural  and  stylistic  framework  for  music  established  by  Philip  IV  and  his 
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second  wife,  Queen  Mariana,  survived  into  the  early  years  of  their  successor,  Charles 
II,  a  weak,  lacklustre  ruler  who  provided  no  strong  impetus  for  the  renovation  of 
Spanish  musical  culture.  For  some  significant  royal  occasions  no  new  works  were 
commissioned  but  successful  ones  from  a  past  epoch  of  splendour  were  revived. 
When  in  1679  Charles  II  married  the  French  Princess  Marie-Louise  of  Orleans,  the 
lack  of  royal  control  and  interest  led  to  the  prolongation  of  an  established  style  - 
that  of  Hidalgo,  which  continued  to  dominate  Spanish  music  until  well  after  the 
composer's  death  in  1685. 

Given  that  Spanish  music  in  the  17th  century  was  predominantly  restrained,  light 
in  texture,  highly  rhetorical,  diatonic,  contrapuntally  anchored  rather  than  freely 
expressive,  and  not  profusely  ornamented,  the  term  'Baroque'  may  seem  a  misnomer. 
It  can  however  serve  for  the  grandiose  court  productions  which  were  'Baroque'  in 
their  effect,  although  their  music  was  not  especially  'Baroque'  in  character;  the  full- 
blown European  Baroque  style  reached  Spain  as  a  self-conscious  importation  or 
adaptation,  not  as  the  invention  of  native  artists.  This  turn  from  a  national  style  to 
an  imported  one  is  closely  related  to  political  events  -  the  dissolution  of  the  Spanish 
Habsburgs  and  the  turbulent  arrival  of  a  new  monarchy  (Philip  V,  reigned  1700- 
46),  a  changed  model  of  patronage  and  patrons  with  little  interest  in  Spanish  culture. 

The  first  adjustments,  which  pre-date  the  War  of  the  Spanish  Succession  (1702- 
14),  were  probably  related  to  a  weakening  of  national  identity  and  changes  in  musical 
personnel.  Late  in  the  Hidalgo  epoch  several  important  musical  posts  became  vacant; 
reports  indicate  that  competent  Spanish  replacements  could  not  be  found,  and  some 
were  filled  by  foreign  musicians,  often  Italians  who  had  served  the  ruling  houses  in 
the  Spanish  possessions  of  Milan  and  Naples.  Contemporary  Italian  and  French 
styles  were  probably  introduced  to  the  court  by  these  new  employees  in  the  1680s 
and  90s.  The  first  theatrical  composer  to  use  them  in  his  zarzuelas  was  Sebastian 
Duron,  organist  in  the  royal  chapel  from  1691,  whose  theatrical  scores  (written 
^1696-1713)  show  three  layers  of  style:  songs  in  the  established  Spanish  manner  of 
Hidalgo;  songs  which  show  Italian  traits  in  their  treatment  of  the  text;  and  full- 
blown da  capo  arias  in  the  italianate  pan-European  style.  These  three  levels  are  also 
found  in  early  18th-century  anthologies  of  songs  for  plays  in  the  repertory  of  public 
theatres,  indicating  that  the  foreign  influence  had  begun  to  filter  down  from  the 
court  to  affect  public  theatre  music. 

The  coexistence  of  styles  and  aesthetics,  a  fact  of  early  18th-century  musical  life 
in  Madrid,  became  characteristic  of  the  late  Baroque  in  both  Spain  and  Portugal. 
While  17th-century  Iberian  music,  especially  between  1640  and  1690,  presents  a 
unified  style  which  depended  upon  an  exchange  between  the  popular  and  the  courtly, 
18th-century  Iberian  music  presents  a  gradual  division  between  the  elevated  realm 
of  the  court  (with  its  foreign  tastes  and,  eventually,  foreign  composers  such  as 
Giacomo  Facco,  Francesco  Corsclli,  Francesco  Corradini,  Nicola  Conforto,  G.  B. 
Mele  and  Domenico  Scarlatti)  and  the  popular  domain,  partly  detached  from  the 
court.  In  Spain  this  became  a  firm  demarcation  with  the  accession  of  the  Bourbon 
dynasty.  In  recently  independent  Portugal  foreign  music  was  a  refreshing  tonic  after 
more  than  a  century  of  Spanish  domination;  foreign  expertise  was  essential  to  the 
development  of  a  strong  musical  establishment  with  royal  patronage  in  a  country 
that  had  offered  little  opportunity  for  musical  education  or  professional  advancement 
during  the  turbulent  17th  century. 

Both  the  Austrian  and  the  French  candidates  for  the  Spanish  crown  represented 
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threats  to  native  musical  traditions.  When  the  Habsburg  Archduke  Charles  of 
Austria  set  up  a  court  in  Barcelona  during  the  war  years,  Italian  musicians  were 
brought  from  Vienna  to  perform  operas,  cantatas  and  oratorios  in  the  style  of  those 
composed  at  the  imperial  court  by  Caldara  and  others.  In  Madrid  (and  later  in  such 
cities  as  Valencia  and  Cadiz  where  administrative  appointees  of  the  crown  modelled 
their  courts  on  the  royal  one),  Bourbon  rule  proved  no  less  damaging:  the  descendants 
of  Louis  XIV  (Philip  V,  grandson  of  Louis  XIV,  and  Ferdinand  VI)  and  their  wives 
lavished  money  and  favours  on  Italian  musicians,  actors  and  painters,  and  royal 
authority  was  invoked  to  justify  the  sometimes  illegal  actions  and  often  scandalous 
ambitions  of  Italian  entrepreneurs,  determined  to  establish  Italian  opera  as  a  com- 
mercial enterprise.  In  fact,  Italian  opera,  seria  and  buffa,  in  early  18th-century 
Madrid  was  marked  by  spectacular  financial  disasters  and  plagued  by  its  inability 
to  cultivate  a  public  outside  the  court.  It  failed  as  a  public  venture,  and  even  at 
court  was  successful  only  during  the  more  than  20  years  in  residence  of  the  famous 
singer  Farinclli  (Carlo  Broschi).  Farinclli  rarely  appeared  himself  but  supervised 
the  productions  from  1738  and  lured  other  well-known  Italian  singers  to  the 
comfortable  surroundings  of  the  Spanish  court.  Although  the  Coliseo  in  the  Buen 
Retiro  was  refurbished  for  opera  in  1737,  the  well-paid  Italian  singers  performed 
only  a  few  operas  each  year,  along  with  frequent  concerts  of  arias  and  serenatas  in 
more  intimate  settings.  During  the  reign  of  Ferdinand  VI  and  Maria  Barbara  dc 
Braganza  (1747-58),  the  happy  band  of  Italian  singers  and  an  orchestra  travelled 
with  the  king  and  queen  from  one  royal  site  to  another,  so  that  Italian  opera  had 
become  a  private  affair,  wholly  dependent  on  its  dedicated  patrons. 

In  a  famous  portrait  of  Ferdinand  VI  and  Maria  Barbara  with  their  court  by 
Jacopo  Amigoni,  a  Venetian  friend  of  Farinelli's  brought  in  to  design  and  paint 
scenery  and  royal  portraits,  the  monarchs  appear  surrounded  by  an  opera  set:  in  a 
balcony  are  Farinelli,  the  violinist  Jose  Hcrrando  and  Domenico  Scarlatti  (see  Plate 
21).  Scarlatti's  case  exemplifies  the  peculiar  style  of  patronage  practised  by  these 
rulers.  He  had  served  as  maestro  di  cappella  to  the  Portuguese  ambassador  in  Rome 
before  his  appointment  as  master  of  the  Cappella  Giulia  in  the  Vatican.  He  was 
invited  to  Lisbon  as  mestre  de  capela  to  John  V  in  1720  or  1721.  John  V's  excellent 
musical  establishment  was  already  endowed  with  many  Italian  musicians  and,  unlike 
Madrid,  Lisbon  became  a  centre  for  Italian  opera. 

During  his  early  years  there  Scarlatti  composed  sacred  music  for  some  of  the 
elaborate  religious  ceremonies  that  so  delighted  the  king  and  contributed  to  the 
series  of  Italian  serenatas  and  cantatas.  But  he  was  hired  particularly  to  teach  the 
king's  daughter,  Maria  Barbara  de  Braganza.  When  she  married  Ferdinand  of  Spain 
in  1728  Scarlatti  continued  in  her  employ  at  the  Spanish  court's  temporary  residence 
in  Seville  and  from  1733  in  Madrid.  Probably  because  his  patroness  and  pupil  was 
enamoured  of  the  harpsichord,  he  all  but  ceased  to  write  anything  besides  keyboard 
music.  Many  writers  have  described  the  'Iberian'  and  especially  Wndalusian'  sounds 
in  Scarlatti's  sonatas,  and  several  have  noted  his  apparent  influence  on  Iberian 
composers.  But  his  was  a  very  private  employment,  in  which  he  played  and  composed 
exclusively  for  his  patroness,  so  it  is  difficult  to  explain  how  other  Spanish  and 
Portuguese  composers  could  have  come  to  know  his  music.  His  sonatas  were  collected 
and  copied  into  exquisitely  bound  volumes  for  Maria  Barbara;  few  were  published 
in  his  lifetime. 

It  may  be  that  in  Lisbon,  Seville  and  Madrid,  and  during  court  sojourns  elsewhere, 
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Scarlatti  performed  with  or  taught  royal  musicians.  In  Lisbon  he  worked  with 
Carlos  de  Seixas,  organist  of  the  patriarchal  chapel,  whom  he  evidently  revered. 
The  keyboard  sonatas  of  two  excellent  Spanish  composers  who  also  served  Ferdinand 
VI,  Sebastian  Albero  and  Padre  Antonio  Soler,  share  some  of  the  stylistic  and 
technical  traits  of  Scarlatti's.  Albero  probably  came  to  know  Scarlatti's  music  after 
he  was  appointed  organist  in  the  Spanish  royal  chapel  in  1748.  The  prolific  and 
talented  Soler,  organist  (1752)  and  choirmaster  (1757)  at  the  monastery  of  El 
Escorial,  indeed  described  himself  as  'disciple  of  Domenico  Scarlatti'. 

Foreign  singers,  instrumentalists  and  composers  came  to  dominate  music  at  the 
Spanish  court  in  the  early  18th  century.  By  1756  the  lists  of  musicians  in  the  Capilla 
Real  and  the  Colisco  in  the  Buen  Retiro  included  many  more  foreign  than  Spanish 
names.  This  affected  all  genres  of  cultivated  art  music  without  banishing  totally  the 
estilo  espanol.  The  zarzuela  was  transformed  between  1690  and  1750  by  its  absorption 
of  styles  and  conventions  from  opera  seria.  Public  performances  of  comedias  continued 
as  they  had  in  the  Golden  Age  of  the  Spanish  theatre,  during  Calderon's  lifetime. 
His  last  disciples,  Antonio  de  Zamora  and  Jose  de  Cafiizares,  dominated  the  repertory 
of  newer  plays  with  music  and  zarzuelas.  The  latter  now  included  song-texts  in 
poetic  metres  appropriate  for  italianate  da  capo  arias,  with  indications  for  recitative 
and  for  the  inclusion  of  French  dances,  especially  the  minuet  and  the  contredanse. 
During  the  first  30  years  of  the  18th  century  the  zarzuela  flourished  with  Spanish 
composers  such  as  Antonio  Literes  and  Jose  de  Nebra,  although  the  marriage 
between  a  popular  theatrical  form  and  the  musical  style  of  a  foreign  ruling  class 
damaged  its  potential  for  growth  and  success.  By  the  end  of  the  Baroque  period  the 

zarzuela  was  again  the  focus  of  a  popular  movement  of  musical  nationalism. 

The  dialectic  between  native  and  foreign  styles  was  also  a  point  of  contention  for 
church  composers.  The  villancico,  long  sensitive  to  native  traditions  and  tastes,  ran 
a  course  similar  to  that  of  the  zarzuela  until  1765,  when  the  performance  of 
vernacular  sacred  music  was  suppressed.  It  increasingly  adapted  foreign  elements, 
notably  da  capo  arias  replete  with  luxuriant  melismas.  The  royal  chapels  were 
hospitable  to  forms  from  opera  seria  and  cantata.  The  Bourbons  did  not  object  to 
'operatic'  music  in  the  liturgy,  in  spite  of  controversy  among  church  musicians  and 
clerics.  Joseph  de  Torres  y  Martinez  Bravo  (chapel  organist  from  1686  and  maestro, 
1720-38)  was  a  firm  defender  of  the  foreign  style  and  propelled  its  diffusion 
throughout  Spain  through  the  publications  of  his  Imprenta  de  Musica  and  his  own 
religious  works  and  theoretical  writings.  Most  Spanish  composers  defended  the 
purity  and  aptness  of  the  stile  antico  for  sacred  texts.  A  controversy  lasting  over  20 
years  arose  in  1702  over  the  freedom  allowable  in  church  music  over  text  setting 
and  'modern'  elements;  this  was  sparked  off  by  the  Catalan  composer  Francisco 
Valls's  Missa  'Scala  Aretina'  which  included  what  some  heard  as  an  intense  and 
licentious  use  of  dissonance. 

By  contrast,  the  'modern'  and  'foreign'  styles  and  genres  were  not  only  accepted 
in  18th-century  Portugal  but  became  wildly  popular.  Portugal  can  claim  no  national 
style  and  musical  identity  in  the  17th  century  distinct  from  that  of  its  possessive 
neighbour,  Habsburg  Spain.9  It  is  hardly  surprising  that  little  important  literature 
in  Portuguese  was  produced;  Lisbon  society  preferred  to  be  entertained  by  visiting 
Spanish  companies  and  its  own  promising  writers  were  sent  to  Spain.  Nor  was 
Portugal's  subservient,  conflict-ridden  political  and  economic  status  conducive  to 
the  growth  of  art  music.  Since  1589  the  country  had  been  ruled  by  the  Spanish 
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Habsburgs,  whose  cultural  dominance  was  aided  by  the  tradition  that  Portuguese 
monarchs  married  Spanish  infantas.  Independence  was  granted  in  1668,  although  a 
reluctant  John  IV  (1604-56)  had  been  proclaimed  king  in  1648  and  there  had  been 
revolts  since  1640.  The  Wars  oflndcpendcncc  continued  until  17 13,  so  that  Portugal 
was  economically  weakened  during  most  of  the  Baroque  period.  Portuguese 
musicians  had  migrated  to  Spain  in  search  of  employment:  xManuel  Machado  was 
one  of  Philip  IV's  chamber  musicians,  and  the  harp  and  guitar  player  Juan  dc 
Serqueira  was  the  most  esteemed  composer  in  the  Madrid  theatre  companies  for 
nearly  50  years  (1676-1723).  Serqueira's  works  attest  to  his  versatility  in  adapting 
to  the  stylistic  changes  that  filtered  down  from  the  court  to  the  popular,  public 
theatres,  and  he  was  one  of  the  first  Iberians  to  experiment  with  the  cantata. 

Within  the  Iberian  context  Portugal  produced  some  excellent  composers.  Evora 
Cathedral  was  famous  as  a  home  of  conservative  vocal  polyphony;  among  the 
prominent  composers  who  studied  there  and  were  influenced  by  the  great  teacher 
Manuel  Mendes  (d  1605)  were  Duarte  Lobo  and  Manuel  Cardoso.  Further  north, 
the  Augustinian  monastery  of  Santa  Cruz  in  the  university  town  of  Coimbra 
maintained  a  productive,  self-sufficient  musical  establishment  with  its  own  instru- 
mental shops,  resident  composers,  independent  musico-liturgical  practices  and  an 
important  library  of  local  sacred  and  secular  music.  The  Augustinians  were  ready- 
to  adapt  to  new  trends,  some  of  which  originated  at  the  Spanish  court,  if  with  some 
delay:  along  with  simple  sacred  pieces  in  the  stile  antico,  their  manuscripts  contain 
theatrical  songs,  romances  and  vilanckos,  and  larger  polychoral  pieces,  some  with 
solo  sections  for  obbligato  instruments.  Most  of  the  vernacular  pieces  have  Castilian 
texts  and  use  the  same  musical  gestures  and  devices  found  in  Spanish  songs.  But  a 
few  of  the  vilanckos  have  Portuguese  texts;  some  were  written  to  celebrate  Portuguese 
independence. 

The  establishment  of  a  court  in  Lisbon  after  1640  docs  not  seem  to  have  provided 
a  focal  point  for  the  growth  of  a  national  tradition.  John  IV  was  interested  only  in 
conservative  a  cappella  polyphony;  although  the  catalogue  of  his  monumental  music 
library  (destroyed  in  the  1755  earthquake)  shows  that  he  collected  music,  old  and 
new,  in  every  genre,  from  all  of  Europe,  including  the  most  influential  and  radical 
Italian  publications  of  the  early  Baroque,  only  sacred  music  was  performed  at  court, 
and  the  musicians  he  supported  all  composed  conservative  polyphony.  In  1649  he 
wrote  a  short  pamphlet  defending  the  efficacy  and  expressiveness  of  traditional  vocal 
polyphony  against  the  Italian  musicians  and  humanists  who  had  proclaimed  the 
need  for  a  new  style;  a  second  pamphlet  defending  the  Palestrina  style  was  written 
in  1654.  Perhaps  because  of  his  position  as  spiritual  and  political  leader,  John's  taste 
and  opinions  seem  to  have  been  widely  shared  by  Portuguese  composers. 

During  the  reigns  of  King  John  V  (1706-50)  and  Joseph  I  (1750-77)  the  musical 
life  of  court  and  capital  were  transformed  according  to  the  tastes  and  interests  of 
monarchs  who  delighted  in  luxury  and  ceremony.  Through  vigorous  royal  patronage, 
musical  education,  the  musical  establishments  of  religious  institutions,  and  regular 
public  performances  of  secular  and  theatre  music  were  all  restored,  first  at  court 
and  then  in  public.  Although  little  music  has  survived,  contemporary  comments 
suggest  that  Lisbon  musical  life  was  characterized  by  the  same  duality  of  styles  as 
existed  in  Madrid,  except  that  John  V  carried  on  a  Portuguese  tradition  by  insisting 
on  the  severe  a  cappella  style  in  Lisbon  Cathedral,  the  churches  and  the  royal  chapel, 
and  went  to  considerable  expense  to  obtain  copies  of  the  choirbooks  used  at  the 
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papal  chapel.  In  1723  he  even  prohibited  vilancicos  in  church,  perhaps  because  the 
genre  had  been  'secularized',  tainted  by  absorption  of  the  modern  theatrical  style 
and  such  forms  as  the  da  capo  aria.  In  the  later  1720s  theatrical  performances  in 
public  (comedias,  operas  or  zarzuelas)  had  virtually  ceased,  largely  because  of  the 
king's  disapproval.  Earlier,  in  the  first  decades  of  the  century,  the  court  had 
commemorated  royal  birthdays  and  other  festive  occasions  with  Spanish  plays  and 
zarzuelas,  mostly  with  new  music  by  Portuguese  composers.  The  plays  chosen  were 
among  those  most  frequently  given  in  Madrid.  This  is  explained  by  the  presence 
of  Spanish  troupes  in  Lisbon  and  by  the  sponsorship  of  court  entertainments  by 
the  Spanish  ambassador.  The  zarzuela,  however,  did  not  survive.  In  the  1720s  it 
gave  way  to  the  Italian  cantata  and  serenata,  a  process  aided  by  the  singers  and 
composers  (including  Scarlatti)  imported  from  Rome.  John  V  founded  two  new 
schools  of  sacred  music  and  encouraged  the  musical  education  of  some  composers 
by  sending  them  to  Italy;  Antonio  Jose  Teixeira  and  Francisco  Antonio  dc  Almeida, 
both  to  become  prominent  members  of  the  royal  chapel  and  to  compose  italianate 
operas,  were  among  them. 

The  Italian  domination  of  music  in  Lisbon  was  established  by  1730.  Italian 
musicians  were  busy  providing  music  for  concerts  and  serenatas,  and  in  the  period 
1735-42  operas,  in  Italian  and  in  Portuguese,  were  presented  in  public  increasingly 
often,  led  by  Schiassi's  Farnace  (1735)  and  Leo's  Siface  (1737).  Portuguese  operas, 
principally  by  Teixeira,  were  given  at  a  different  theatre.  Almeida  wrote  what  was 
probably  the  first  Italian  opera  by  a  Portuguese,  La  pazienza  di  Socrate  (1733),  a 
'dramma  comico'  for  court  carnival  celebration  at  Paco  da  Ribeira  -  one  of  seven 
or  eight  Italian  operas  performed  at  court  in  John  V's  reign. 

The  controversy  over  the  pan-European  Baroque  style,  if  of  minor  consequence 
in  Portugal,  was  (as  we  have  seen)  complicated  and  divisive  in  the  context  of  18th- 
century  Spanish  culture  and  politics.  As  it  was  Spain  that  dominated  the  culture  of 
the  New  World,  colonial  musicians  were  equally  attached  to  the  estilo  espanol,  and 
the  controversy  eventually  spread  to  the  most  prosperous  Spanish  dominions.  It  is 
clear  that  Iberian  musical  genres  and  idioms  were  firmly  implanted  in  courtly  and 
ecclesiastical  institutions  there  by  the  early  17th  century.  Numerous  musicians  from 
the  Iberian  peninsula  migrated,  some  in  the  service  of  aristocratic  administrators, 
others  according  to  the  dictates  of  the  religious  orders.  Many  composers  from  the 
south  of  Spain  held  positions  in  New  World  churches  and  cathedrals,  cultivating 
the  contrapuntal  style  of  late  16th-century  Spanish  cathedral  music  as  practised  in 
Seville,  Malaga  and  Cadiz.  From  the  mid  17th  century  the  strongest  influence  came 
from  Madrid,  the  cultural  model  for  the  sophisticated  colonial  courts;  an  official 
description  of  a  performance  paid  for  by  the  Viceroy  of  Peru  in  1672  praised  the 
production  as  staged  'just  as  at  the  Retiro  in  Madrid'.  The  repertory  of  comedias 
and  autos  sacrament  ales  in  the  New  World  is  identical  with  that  in  Madrid,  and 
certain  dramatists  retained  their  popularity  with  American  audiences  well  into  the 
later  18th  century.  Well-known  secular  songs,  theatre  songs  and  villancicos  from 
Castile  appear  in  anthologies  and  as  well-worn  performing  parts  in  New  World 
archives. 

Because  of  the  enormous  geographical  extension  and  variety  of  the  Spanish  and 
Portuguese  dominions  in  America,  the  sharp  differences  in  conditions  between 
provincial  and  urban  areas  in  the  colonial  period,  and  the  complicated  relationships 
between  social  classes  and  musical  styles  of  Iberian  origin,  it  is  difficult  to  generalize 
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about  the  chronological  and  stylistic  definition  of  the  Baroque  in  the  New  World. 
Through  the  education  and  indoctrination  carried  out  by  the  religious  orders,  often 
supported  by  the  Spanish  government,  native  musicians  had  been  introduced  to 
polyphony  during  the  first  century  of  Spanish  domination.  Spanish  maestros  trained 
and  conducted  ensembles  largely  of  local  talent,  the  Indians  being  especially  pro- 
ficient as  instrumentalists.  Most  of  the  music  available  to  us  from  the  early  17th 
century  is  sacred,  in  the  conservative  contrapuntal  style  or  simple  homophony, 
although  music  for  multiple  choirs  was  also  cultivated.  Later,  and  throughout  the 
1 8th  century,  the  polychoral  and  concerted  styles  seem  to  have  become  common 
both  for  Latin  sacred  music  and  for  villancicos.  After  1670  the  development  of 
formal  and  stylistic  characteristics  closely  followed  that  of  Spain  and  Portugal,  and 
the  estilo  espanol  became  dominant.  The  villancico,  prolifically  cultivated,  adapted 
to  local  traditions  and  absorbed  native,  folk  and  popular  elements  as  in  the  mother 
country. 

This  stylistic  continuity  resulted  partly  from  deliberate  emulation  and  partly  from 
the  influence  of  Spanish  musicians  in  the  New  World  -  among  them  such  men  as 
Juan  Gutierrez  de  Padilla,  from  Malaga  and  Cadiz,  who  became  maestro  de  capilla 
of  Puebla  Cathedral,  Mexico;  the  harpist  and  composer  Lucas  Ruiz  de  Ribayaz 
accompanied  the  new  viceroy  on  his  journey  to  Peru  in  1667  and  returned  to  Madrid 
before  the  publication  of  his  harp  and  guitar  manual  ten  years  later;  Jose  Marin,  a 
noted  composer  and  a  tenor  in  the  royal  chapel  who  made  a  financially  ruinous  trip 
to  the  New  World  before  1649;  Tomas  de  Torrejon  y  Velasco,  who  went  from 
Madrid  to  Peru  in  1667,  becoming  maestro  de  capilla  of  Lima  Cathedral  and  writing 
the  first  New  World  opera,  La  purpura  de  la  rosa,  given  in  Lima  in  1701  in  honour 
of  Philip  V's  birthday  and  accession;  and  Juan  de  Araujo,  who  preceded  Torrejon 
as  maestro  at  Lima  and  subsequently  directed  the  musical  life  at  several  important 
cathedrals  (Panama,  Guatemala,  Cuzco  and  La  Plata  [now  Sucre]). 

Although  the  late  17th-century  Spanish  aesthetic  survived  in  secular  and  church 
music  in  the  colonies  through  the  18th  century,  the  stylistic  duality  imposed  under 
the  Bourbons  in  Madrid  was  also  produced  in  several  places  in  the  New  World. 
Because  of  the  taste  of  a  controversial  viceroy  appointed  by  Philip  V,  Lima,  'City 
of  the  Kings'  and  administrative  centre  of  the  Spanish  colonies,  was  the  first  to  hear 
the  pan-European  style,  brought  by  the  Milanese  composer  Roque  Ceruti  and  his 
small  group  of  musicians  in  1707.  Their  sonatas,  serenatas,  arias,  French  dances 
and  an  occasional  opera  were  performed  at  this  'Versailles  of  the  southern  hemi- 
sphere', though  it  is  unclear  how  the  new  music  was  received  beyond  the  court, 
given  the  xenophobia  of  the  Lima  merchant  class  and  the  traditional  Spanish  values 
of  the  aristocracy  and  of  certain  clerics.  In  Cuzco,  'City  of  the  Incas',  the  European 
styles  were  rejected  entirely  by  the  criollo  leadership,  while  far  away  in  Mexico  City, 
the  first  Mexican-born  director  of  the  cathedral  chapel,  Manuel  de  Zumaya,  seems 
to  have  initiated  the  performance  of  foreign  styles  and  genres  in  New  Spain  (Mexico, 
Central  America).  His  La  Partenope  (171 1)  was  probably  the  first  Italian  opera  seria 
performed  in  the  New  Wrorld,  and  his  villancicos  present  the  same  stylistic  diversity 
as  those  of  his  Spanish  contemporaries. 

Spain,  then,  like  France  and  England,  developed  a  national  musical  style  and 
independent  genres  that  served  local  culture,  politics  and  religious  institutions,  and 
were  further  locally  adapted  and  legitimized  in  the  Spanish  New  World.  The  strong 
cultural  and  imperial  identity  promoted  by  Philip  IV  at  the  heart  of  the  Baroque 

335 


Copyrighted  material 


The  Spanish  and  Portuguese  Heritage 


period  for  Spain  and  her  dominions  encouraged  Spanish  musical  independence  from 
foreign  models.  Baroque  musical  culture  in  the  Spanish  orbit  was  a  complex  of 
unique  relationships  between  secular  and  sacred  music,  court  and  public  enter- 
tainments, popular  music  and  cultivated  art  music,  and  native  and  foreign  styles  - 
neither  isolated  from  the  European  Baroque,  nor  dependent  on  foreign  innovation. 

Louise  K.  Stein 
The  University  of  Michigan 
Ann  Arbor 
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was  written  originally  for  performance  at  the  Zarzuela  Palace,  a  royal  hunting-lodge  in  the 
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i  Spain 

Albcrti,  Domenico.  See  Italy  10  Itinerant 
Musicians. 

Araujo,  Juan  de.  See  Iberian  peninsula  and 

COLONIES  3  New  World. 
Astorga,  Emanuele  d\  See  Italy  g  Sicily. 
Atienza  y  Pineda,  Francisco  de.  See  Iberian 

PENINSULA  AND  COLONIES  3  New  World. 
Bias  de  Castro,  Juan  ((1560-1631).  Court 
singer,  composer  of  secular  songs  and  vihuelist 
who  became  blind  c  1604.  He  served  Philip  III 
as  a  musico  de  camera  and  then  from  1621  as 
an  usher  of  Philip  IV's  privy  chamber,  for 
which  he  composed  over  700  secular  songs 
(lost  in  a  fire  in  1734).  During  the  early  1590s 
he  had  served  the  Duke  of  Alba  with  Lope  de 
Vega,  whose  poetry  he  set  as  early  as  1594. 
Lope  de  Vega  provides  many  of  the  details  of 
his  life,  pronouncing  him  a  'unique  Orpheus' 
(1604). 

Bruna,  Pablo  (161 1-79).  Organist  and 
choirmaster,  known  as  'El  ciego  de  Daroca' 
because  he  had  been  blind  from  childhood. 
He  composed  virtuoso  organ  tientos  and  was 
the  teacher  of  his  nephew  Diego  Xaraba  y 
Bruna  (who  became  principal  organist  of  the 
Capilla  Real)  and  Pablo  Nassarre. 

Butler,  Henry  [Botelero,  Enrrique]  (d  1652). 
English  viol  player,  violinist  and  composer 
who  served  as  a  musico  violon  or  musico  de 
vihuela  de  arco  in  the  chapel  and  chamber  of 
Philip  IV  from  1623  to  1652.  According  to 
James  Wadsworth  (The  English  Spanish 
Pilgrtme,  1629),  Butler  taught  the  king  to  play 
the  viol  and  was  himself  skilled  at  ground  bass 
divisions  (he  notated  at  least  15  sets).  An  aria 
for  violin,  bass  viol  and  continuo,  as  well  as  a 
trio  sonata  and  dances  for  two  violins  and 
continuo  survive. 

Cabanilles,  Juan  Bautista  Jose  11644- 
171 2).  Organist  at  Valencia  Cathedral  (1665- 
c  1703)  and  prolific  composer  of  tientos  (char- 
acterized by  a  series  of  imitative  sections  on 
different  themes)  and  pieces  in  continuous 
variation  (J'olias,  passacalles,  paseos,  gallardas 
and  jdcaras).  He  was  considered  the  finest 
Spanish  organist  of  his  day,  and  his  music 
circulated  widely  in  manuscript.  Jose  Elias 
was  his  pupil. 


Caldara,  Antonio.  See  Central  Europe  3 
Austro-Hungary:  Vienna. 

Calderon  de  la  Barca,  Pedro  (1600-81). 
Influential  poet  and  dramatist  associated  with 
the  court  of  Philip  IV,  the  most  important 
dramatist  after  the  death  of  Lope  de  Vega 
(d  1635).  Until  165 1  he  wrote  plays  for  both 
court  and  public  theatres  in  Madrid,  in  addi- 
tion to  Corpus  Christi  plays  (autos  sacra- 
mentales).  His  best-known  works,  such  as  the 
comedia  La  vida  es  sueno  and  the  auto  El  gran 
teatro  del mundo,  were  written  before  1 65 1 ;  after 
that  date  he  wrote  only  secular  court  plays  and 
autos  sacramentales.  The  plays  fall  into  several 
categories  with  respect  to  their  musical  ele- 
ments: comedias  with  incidental  songs;  spectacle 
plays  on  chivalrous  or  pastoral  subjects,  relying 
heavily  on  chorus;  mythological-pastoral  zar- 
zuelas  (beginning  with  El  laurel  de  Apolo, 
1657),  which  include  many  solo  songs  but 
limited  use  of  recitative;  and  mythological 
semi-operas  (the  complete  score  of  Fortunas 
de  Andromeda  y  Perseo  of  1653,  with  music  by 
Juan  Hidalgo,  is  extant;  see  Plate  20).  These 
hybrid  genres  were  his  own  invention.  He  also 
wrote  the  librettos  for  two  operas  produced 
around  1660,  La  purpura  de  la  rosa  and  Celos 
aun  del  aire  matan  (only  Hidalgo's  score  of  the 
latter  survives).  Calderon's  zarzuelas  and  his 
techniques  for  the  dramatic  inclusion  of  solo 
song  influenced  several  court  theatre  com- 
posers of  the  later  17th  century.  For  his 
musical  court  plays  Calderon  worked  almost 
exclusively  with  Hidalgo. 

Cererols,  Joan  (1618-76).  Versatile  instru- 
mentalist and  composer  who  spent  his  life  at 
the  monastery  of  Montserrat,  where  he  was 
greatly  valued.  As  a  monk  Cererols  was  an 
accomplished  theologian  and  skilled  at  Latin 
versification.  He  played  the  organ  and  harp, 
as  well  as  bowed  string  instruments,  and  not 
only  composed  Masses,  psalms,  hymns  and 
antiphons  which  make  use  of  double  choirs, 
soloists  and  continuo,  but  also  produced  lively 
villancicos  in  four  parts. 

Cerone,  Pietro  (1566- 1625).  Neapolitan 
singer  and  theorist  who,  having  been  associ- 
ated with  the  Spanish  in  Naples,  went  to  Spain 
in  1592  as  a  chapel  musician  of  Philip  II  and 
later  Philip  III.  Though  he  stayed  only  nine 
years,  he  became  highly  knowledgeable  about 
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Spanish  music  and  theory.  He  returned  to 
Naples,  disappointed  at  not  having  discovered 
aristocratic  patrons  or  academics  of  music  in 
Madrid,  and  became  a  priest.  Cerone  took  up 
a  post  at  Ss  Annunziata,  Naples,  in  1603. 
Six  years  later  he  published  a  manual  for  the 
singers  and  deacons  there  entitled  Le  regole 
piii  necessarie  per  Pintroduttione  del  canto  fermo, 
but  of  greater  importance  was  his  didactic 
work  El  melopeo  y  maestro:  tractado  de  musica 
theorica  y  pratica  (16 13),  though  it  is  retro- 
spective in  outlook:  among  those  he  praised 
were  Josquin,  Lassus,  Palestrina,  Ingegneri 
and  Rore,  as  well  as  the  Spaniards  Guerrero, 
Lobo,  Romero  and  Victoria.  El  melopeo  y 
maestro  greatly  influenced  later  17th-  and 
18th-century  Spanish  theorists. 

Corradini,  Francesco  (n700-after  1740). 
Neapolitan  opera  composer  who  worked  in 
Valencia  as  maestro  de  capilla  to  the  viceroy 
(the  Prince  of  Campoforido)  and  then  from 
1 73 1  in  Madrid  at  the  Buen  Retiro.  Before 
leaving  Naples,  Corradini  produced  at  least 
two  comic  dialect  operas,  the  first  of  which 
was  Lo  'ngiegno  de  le  femmine,  performed  at 
the  Teatro  dei  Fiorentini  in  1724.  In  Valencia 
and  Madrid  he  produced  comedies  and  opere 
serie  on  Spanish  librettos,  as  well  as  zarzuelas 
and  music  for  autos  sacramentales.  Corradini 
became  a  member  of  the  staff,  under  Farinelli, 
of  the  Nuovo  Real  Teatro  at  the  Buen  Retiro 
in  1747  and  collaborated  with  his  fellow 
expatriates  G.  B.  Mele  and  Francesco  Corselli 
on  opere  serie  in  Italian. 

Correa  de  Arauxo,  Francisco  (/ 1576/7- 
1654).  Organist  at  S  Salvador,  Seville,  for 
37  years,  theorist  and  influential  stile  nuovo 
composer.  In  1626  he  published  a  single  Ltbro 
de  tientos  y  discursos  de  musica  practka  which 
reveals  his  commitment  to  teaching  (the  organ 
pieces,  mostly  tientos,  are  ordered  by  diffi- 
culty) and  his  originality  -  his  penchants  were 
for  sharp  dissonances,  such  as  the  sim- 
ultaneous sounding  of  a  note  with  its  chro- 
matic alteration,  and  irregular  groupings  of 
five,  seven,  1 1  and  18  notes. 

Corselli  [Courcellc],  Francesco  (11702- 
1778).  Italian  musician  of  French  descent  who 
from  1734  worked  at  the  Spanish  court  in 
Madrid.  While  still  in  Italy,  Corselli  held  posts 
as  maestro  di  cappella  of  the  Steccata  church 
at  Parma  (1727)  and  to  the  Duke  of  Parma 
(1727-33),  who  later  became  Charles  III  of 
Spain.  During  this  time  he  composed  operas 
for  Venice  and  an  oratorio  for  Parma.  His 
association  with  the  Farnese  family  in  Parma 
led  to  his  appointment  in  1734  as  assistant 
maestro  de  capilla  at  the  Spanish  court  and 


music  master  (he  was  proficient  on  the  violin 
and  harpsichord)  to  the  royal  children. 

Four  years  later  he  married  a  Frenchwoman 
and  became  the  titular  maestro  de  capilla  and 
rector  of  the  choir  school  (he  had  been  a  tenor), 
appointments  he  would  hold  for  40  years.  I  Ic 
composed  a  prodigious  amount  of  sacred 
music,  some  of  it  with  orchestra.  He  also 
produced  cantatas,  villancicos,  an  oratorio 
entitled  Santa  Barbara  and  operas  for  the 
theatre  at  the  Buen  Retiro  -  some  of  which 
used  translations  of  Italian  opera  seria 
librettos;  for  the  Carnival  of  1747  he  col- 
laborated with  G.  B.  Mele  and  Francesco 
Corradini  on  a  translation  of  Metastasio's  La 
clemenza  de  Tito. 

Costa,  Alfonso  Vaz  da.  See  Iberian  pen- 

INSUI.A  and  COLONIES  2  Portugal. 
Cruz,  Filipe  da.  See  Iberian  peninsula  and 

colonies  2  Portugal 
Desmarets,  Henry.  Sec  France  /  Paris  and 

Versailles. 

Doni,  Giovanni  Battista.  See  Italy  6 
Tuscany. 

Duron.  Half-brothers  who  were  both  prolific 
composers.  Diego  Duron  ((1658-1731)  was 
maestro  de  capilla  at  Las  Palmas  Cathedral. 
Sebastian  Duron  (1660-17 16)  was  an  organist 
at  various  cathedrals  before  taking  a  post  at 
the  royal  chapel,  where  in  1702  he  became 
maestro  de  capilla.  Sebastian  remained  in 
Madrid  until  1706,  when  he  was  exiled  to 
France  for  opposing  Philip  V  in  the  War  of 
the  Spanish  Succession.  Though  a  composer 
of  conservative  sacred  music,  Sebastian  was 
one  of  the  first  in  Spain  to  incorporate  da  capo 
arias  into  zarzuelas  (1696-1713).  For  this, 
as  well  as  for  his  virtuoso  string  writing,  he 
was  attacked  in  print  (1726)  as  a  corrupting 
influence. 

Elias,  Jose  (fl  1715-51).  Priest,  and  organist 
first  at  SS  Justo  y  Pastor  in  Barcelona  (171 5— 
25)  and  then  at  the  Convento  de  Senoras 
Descalzas  Reales  in  Madrid.  I  le  was  a  follower 
of  Cabanilles,  hav  ing  learnt  more  than  300  of 
his  works  as  a  student.  Some  of  his  own  music, 
which  remained  within  the  polyphonic 
Spanish  organ  tradition,  appeared  in  his  Obras 
de  organo  (1749). 

Fabri,  Annibale  Pio.  See  Italy  10  Itinerant 
Musicians. 

Facco,  Giacomo  (Jaime]  (f  1680-1753).  Vene- 
tian v  iolinist  and  composer  who  worked  at  the 
Spanish  court  in  Madrid;  he  had  originally 
been  invited  to  Lisbon  as  music  teacher  to 
Princess  Maria  Barbara  from  1720.  His  con- 
nection had  been  the  Spanish  viceroy  at 
Messina.  Before  departing  for  Spain  he  pub- 
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lished  a  set  of  concertos  in  two  volumes  ( 1 7 1 6 
19)  in  Amsterdam.  In  Madrid  he  held  posts 
in  the  royal  chapel  and  as  harpsichord  teacher 
to  the  young  Prince  Luis  and,  later,  music 
master  to  Prince  Charles,  son  of  Isabella 
Farnesc  (later  Charles  III).  In  1721  his  two- 
act  Spanish  opera  (a  'melodrama  al  estilo  yta- 
liano')  Amor  es  todo  ymbenzion,  0  Jupiter  y 
Amphitrion  was  performed  before  Philip  V 
and  his  court  at  the  royal  theatre  at  the  Buen 
Rctiro;  in  1 728  his  zarzuela  Amor  aumenta  el 
valor  was  presented  at  the  Spanish  ambas- 
sador's palace  at  Lisbon.  His  son  Pablo  (171 1  — 
69)  entered  royal  service  as  a  chapel  violinist 
in  1728. 

Farinel.  See  France  /  Paris  and  Versailles. 

Farinelli.  See  Italy  10  Itinerant  .Musicians. 

Fernandez  de  Huete,  Diego  {/I  1699- 1704). 
Harpist  at  Toledo  Cathedral  and  the  author 
of  a  harp  tutor,  Compendio  numeroso  de  zifras 
armonicas  (1702),  which  also  contains  popular 
music  of  the  day  (zarabandas,  minuets, 
galliards,  folias  and  jdcaras),  as  well  as  sacred 
pieces  notated  in  Spanish  keyboard  tablature 
(with  fingering  modifications)  for  amateur 
players. 

Galan,  Cristobal  (<  1630-1684).  Maestro  de 
capilla  at  the  Spanish  court  from  1680,  having 
earlier  served  in  that  capacity  at  Segovia 
Cathedral,  the  Convento  de  Senoras  Descalzas 
Reales  in  Madrid  (1667-80)  and,  at  some 
point,  the  royal  monastery  of  the  Encarnacion. 
He  composed  both  antiphonal  sacred  choral 
works  and  villancicos  with  continuo,  as  well  as 
music  for  seven  autos  sacramentales  and  five 
court  plays,  in  collaboration  with  Juan 
Hidalgo.  His  music  was  widely  circulated  in 
manuscript  in  Spain  and  the  Americas. 

Galli-Bibiena,  Fcrdinando.  See  Central 
Europe  j  Austro-Hungary:  Vienna. 

Ghersem,  Gery  (de)  ("573/5-1630).  Franco- 
Flemish  priest  who  worked  in  Spain  as  the 
protege  of  Philippe  Rogier  from  1586  until 
1604,  whereupon  he  returned  to  Brussels  as 
Chaplain  of  the  Oratory.  In  Spain  he  sang  in 
the  Capilla  Flamenca  and  published  in  1598 
the  first  polyphonic  choirbook,  Atissae  sex 
(albeit  by  a  foreigner);  he  also  edited  the 
Masses  of  Rogier  for  publication.  Of  his  music 
only  a  Mass  and  an  eight-part  motet  survive; 
the  rest  is  known  from  the  catalogue  of  John 
IV's  library  (Lisbon). 

Guerau,  Francisco  (c  1649-41720).  Majorcan 
contralto  and  (from  1693)  musico  de  camera 
in  the  Capilla  Real,  guitarist  and  composer, 
whose  Poema  harmonica  (1694),  containing  17 
passacalles  for  five-course  guitar,  typifies  the 
17th-century  Spanish  guitar  school" 


Guichard,  Henry.  See  France  /  Paris  and 
Versailles. 

Guzman,  Jorge  de  {//  1 686-1 709).  Theorist 
and  plainsong  commentator  attached  to  Cadi/. 
Cathedral.  While  drawing  upon  Pietro 
Cerone's  El  melopeo  y  maestro  (161 3),  Guz- 
man's treatise  Curiosidades  del  cantollano 
(1709)  is  important  for  its  discussion  of 
Spanish  chant  rhythms,  the  significance  of  the 
modes  and  the  pitches  at  which  the  chants 
were  sung  in  different  parts  of  Spain. 

Herrando,  Jose  (1680-1762).  Violinist,  com- 
poser in  the  service  of  the  Duke  of  Alba  (1732- 
62)  and  author  of  the  first  thorough  Spanish 
violin  treatise,  Arte,  y  puntual  expltcacton  del 
mo  do  de  tocar  el  violin,  published  in  Paris  in 
1756,  the  year  of  Leopold  Mozart's  more 
famous  Versuch  einer  griindlichen  Violinschule. 
Herrando  was  also  associated  as  player  and 
composer  with  the  Madrid  theatre  and  the 
court  orchestras;  for  the  public  theatres  he 
composed  songs  for  three  comedias  and  a 
sainete  (a  one-act  farce  performed  as  a  finale). 
In  1756  he  became  the  principal  violinist  of 
the  chapel  orchestra  of  the  royal  monastery  of 
the  Encarnacion.  Although  much  of  his  music 
is  lost,  he  is  known  to  have  composed  six 
sonatas  for  five-string  violin  (dedicated  to 
Farinelli). 

Hidalgo,  Juan  (1614-85).  Harpist  at  the 
Capilla  Real  (from  1630),  maestro  of  chamber 
music  (from  1645)  and  influential  composer. 
Hidalgo  collaborated  with  Calderon  de  la 
Barca  on  the  earliest  Spanish  operas:  La 
purpura  de  la  rosa  (<  1660)  is  lost,  but  Celos  aun 
del  aire  mat  an  (ti66o)  survives.  He  col- 
laborated with  Calderon  and  others  on  further 
productions;  for  the  1653  semi-opera  Fortunas 
de  Andromeda  y  Perseo  (see  Plate  20)  and  the 
1656  pastoral  comedia  Picoy  Canente,  Hidalgo 
provided  the  first  known  examples  of  Spanish 
recitative.  His  music  for  Juan  Velez  de  Gue- 
vara's 1672  zarzuela,  Los  celos  hacen  estrellasy 
is  the  earliest  of  its  kind  to  survive  (older 
zarzuela  texts  exist  without  music).  He  also 
composed  music  for  at  least  nine  autos 
sacramentales  and  incidental  music  for  at  least 
15  court  plays,  as  well  as  liturgical  music  and 
numerous  villancicos. 

Hidalgo  was  the  most  admired  Spanish 
composer  of  the  later  17th  century,  the  com- 
poser who  best  represents  the  'estilo  espanol' 
in  music.  Although  he  remained  in  Madrid  all 
his  life  his  music  was  transmitted  in  manu- 
script copies  to  Portugal  and  the  New  World. 
His  music  deserves  to  be  better  known  today. 

Jerusalem,  Ignacio.  See  Iberian  peninsula 
AND  COLONIES  3  New  World. 

339 


Copyrighted  material 


Iberian  Peninsula  and  Colonies  i  Spain 


Jovernardi,  Bartolome  (a  600- 1668). 
Roman  harpist,  employed  from  1633  at  the 
court  of  Philip  IV.  Jovernardi  compiled  a 
bilingual  manuscript  treatise  on  musical 
instruments,  Tratado  de  la  mussica  [sic]  (1634), 
and  was  the  inventor  of  a  cross-strung  chro- 
matic harp  and  a  four-octave  harpsichord 
capable  of  crescendos. 

Juvarra,  Filippo.  See  Italy  7  Papal  States: 
Rome. 

Langhedul,  Matthijs.  See  Low  countries 
2  South  Netherlands. 

I. i teres  (Carrion),  Antonio  (1673- 1747). 
Majorcan  violinist  and  cellist  at  the  Spanish 
court,  and  a  highly  regarded  composer  of 
secular  cantatas  and  theatre  music.  In  1709 
he  composed  a  zarzuela,  Accis  y  Galatea;  in 
addition,  several  other  theatre  pieces  survive, 
including  another  zarzuela,  Jupiter  y  Danae, 
and  an  'opera  armonica  al  estilo  italiano',  Los 
elementos.  Later,  in  1720,  he  composed  a  vil- 
lancico  and  an  oratorio  (with  instruments)  for 
Lisbon  Cathedral. 

Following  the  1734  palace  fire  that 
destroyed  the  music  collection,  Literes  and 
Jose  de  Nebra  were  commissioned  to  compose 
new  liturgical  music;  accordingly  Literes 
turned  his  talents  to  composing  four-part  a 
cappella  Masses  and  a  cycle  of  Vesper  psalms. 
His  two  sons  followed  him  at  court:  Jose 
Literes  Sanchez  (d  1 746)  was  a  cellist  (he  also 
served  the  Duchess  of  Osuna  in  Seville),  and 
Antonio  Literes  Montalbo  (d  1768)  followed 
Nebra  as  first  organist  in  1768.  Literes  himself 
is  said  to  have  owned  a  Stradivari  cello. 

Lopez,  Miguel  (1669-1723).  Benedictine 
monk  and  monaster)  organist  and  choirmaster 
who  was  both  writer  and  composer.  Lopez's 
music  -  a  veritable  compendium  of  polychoral 
liturgical  and  non-liturgical  music  (organ 
pieces,  secular  cantatas  and  villancicos)  -  is 
contained  in  a  single  580-page  autograph 
manuscript,  compiled  after  1720  and  entitled 
Miscellanea  musicae.  He  also  wrote  a  history 
of  Montserrat,  where  he  worked  much  of  his 
life,  and  contributed  four  supporting  pam- 
phlets (1718-19)  to  the  controversy  over  the 
unprepared  dissonances  in  a  Mass  by  Fran- 
cisco Vails.  A  two-volume  theoretical  treatise 
is  lost. 

Los  Rios,  Alvaro  de  (ci 580-1623).  Spanish 
chamber  musician  to  Queen  Marghcrita 
(1607)  and  composer  of  polyphonic  songs 
(tonos).  He  may  have  provided  music  for  voices 
and  instruments  for  Tirso  de  Molina's  play  El 
vergortfoso  en  palacio  when  it  was  privately 
performed  out  of  doors  in  Toledo  at  the 
Buenavista  estate  in  1620,  and  for  La  gloria 
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de  Niguea,  performed  during  the  court  fes- 
tivities at  Aranjuez  two  years  later. 

Lulier,  Giovanni  Lorenzo.  See  Italy  7  Papal 
States:  Rome. 

Manalt,  Francisco  (17 10/ 15-59).  Virtuoso 
violinist  (very  probably  the  protege  of 
Giacomo  Facco)  at  the  Capilla  Real  from  1733 
and  in  the  service  of  the  Duke  of  Osuna,  to 
whom  he  dedicated  his  Obra  harmonica  en  seis 
sonatas  de  cdmara  de  violin  y  bajo  solo  (1757). 

Marin,  Jose  [Joseph]  (1619-99).  Spanish 
priest  ordained  in  Rome,  singer  and  composer 
of  secular  songs  who  was  associated  with  the 
Spanish  royal  chapel  (1644-58).  Though  he 
was  imprisoned,  whipped,  unfrocked  and  ulti- 
mately banished  from  Madrid  for  committing 
crimes  of  robbery  and  multiple  murder,  he 
was  permitted  to  retain  his  title  as  criado  de  su 
Majestad,  and  his  music  continued  to  be  held 
in  high  regard.  In  the  last  few  years  of  his  life 
he  even  received  a  pension  from  King  Charles 
II. 

Martinez  de  la  Roca  (y  Bolea),  Joaquin 

(c  1 676-^1756).  Organist  of  the  cathedrals  at 
Saragossa  (1709),  Valencia  (171 5)  and  Toledo 
( 1 723)  and  composer  of  dramatic  music.  When 
published  in  Madrid  in  1712,  Los  desagravios 
de  Troya  became  the  earliest  printed  complete 
score  of  Spanish  theatre  music.  It  is  remark- 
able for  the  French  influence  it  displays  and 
for  its  macaronic  text:  Martinez  de  la  Roca 
incorporated  a  ballet  among  the  instrumental 
music,  and  for  the  interval  between  Acts  II 
and  1 1 1  he  composed  music  which  contrasted 
four  female  voices  singing  in  French,  Por- 
tuguese, Italian  and  Spanish.  Martinez  con- 
tributed two  critical  pamphlets  (^1715  and 
£-1717)  to  the  brouhaha  surrounding  the 
unprepared  dissonances  in  a  Mass  by  Fran- 
cisco Vails. 

Mele,  Giovanni  Battista  (1701-after  1752). 
Neapolitan  opera  composer  who  worked  in 
Madrid  with  Francesco  Corselli  and  Fran- 
cesco Corradini  at  the  Nuovo  Real  Teatro  at 
the  Buen  Retiro  palace.  Mele  studied  for  about 
12  years  with  Gaetano  Greco  at  the  Poveri  di 
Gesu  Cristo,  Naples,  before  going  to  Spain, 
where  he  made  his  name  with  Por  amor  y  por 
lealtad  (1736),  which  was  performed  at  the 
Teatro  de  la  Cruz  in  Madrid.  He  gained  an 
appointment  at  the  court  of  Philip  V  which 
was  renewed  by  Ferdinand  VI  in  1746.  Fol- 
lowing the  opening  of  the  new  theatre  at  the 
palace,  Mele  composed  a  festa  teatrale, 
Angelica  e  Medoro,  to  mark  the  queen's  birth- 
day in  1747.  He  collaborated  on  several  works 
with  Corradini  and  Corselli  before  requesting 
permission  to  return  to  Naples  in  1752. 
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Monserrate,  Andres  de  {fl  1614).  Catalan 
theorist  and  precentor  at  the  church  of  S 
Martin,  Valencia,  who  published  a  practical 
plainsong  treatise,  Arte  breve  y  compendiosa  de 
las  difficult ades  in  161 4. 

Nassarre,  Pablo  (d  1730).  Blind  Spanish 
organist,  theorist  and  composer  who  spent 
his  life  at  the  monastery  of  S  Francisco  at 
Saragossa.  Nassarre,  once  a  pupil  of  Pablo 
Bruna,  published  a  comprehensive  two- 
volume  Escuela  musica,  segun  la  prdctica 
moderna  (1723-4),  the  fruit  of  50  years'  work. 

Navas,  Juan  (Francisco)  de  (ci  650- 17 19). 
Harpist  at  the  Capilla  Real  (from  1669)  and 
pupil  of  Juan  Hidalgo.  His  father  was  Juan 
Gomez  de  Navas,  a  court  singer  and  tem- 
porary maestro  de  capilla  after  the  death  of 
Cristobal  Galan  in  1684.  Between  1685  and 
1700  Navas  composed  music  for  13  plays, 
among  them  the  zarzuela  Apolo  y  Dafne,  on 
which  he  collaborated  with  his  younger  and 
more  brilliant  contemporary  Sebastian 
Duron. 

Nebra  (Blasco),  Jose  (Melchor  de)  (1702- 
68).  Most  prominent  of  the  three  organist  sons 
of  Jose  (Antonio)  Nebra  (1672-1748),  who 
was  maestro  de  capilla  of  Cuenca  Cathedral 
from  1729.  In  1724  the  younger  Jose  was 
appointed  principal  organist  of  both  the  royal 
chapel  and  the  convent  of  the  Descalzas  Reales 
in  Madrid;  his  tenure  was  interrupted  between 
1 73 1  and  1736  when  he  was  displaced  at  court 
by  the  Neapolitans  Francesco  Corradini  and 
G.  B.  Mele.  A  prolific  composer  of  music  for 
Calderon  de  la  Barca's  autos  sacrament  ales, 
Nebra  composed  music  for  57  stage  works  for 
Madrid  and  Lisbon;  his  music  was  also  known 
in  the  New  World  (Peru). 

Like  his  colleague  Antonio  Literes,  Nebra 
embarked  upon  composing  sacred  music  after 
the  1734  fire  that  destroyed  the  royal  chapel 
music  collection.  While  Literes  contributed  a 
cappella  Masses,  Nebra  composed  orchestrallv 
accompanied  Masses,  seven  Salve  regina  set- 
tings, 14  orchestral  Lamentations  and  20 
hymns  (97  works  in  all).  In  175 1  he  became 
deputy  director  and  head  of  the  royal  choir 
school,  where  he  was  much  respected  as  a 
teacher;  his  pupils  included  the  crown  prince, 
Antonio  Soler,  and  his  nephew  Manuel  Blasco 
de  Nebra. 

Ortiz  de  Zarate,  Domingo  (fi650-after 
1699).  Friar  and  villanctco  composer  import- 
ant for  his  correspondence  with  Miguel  de 
Irizar  {maestro  de  capilla  at  Segovia  Cathedral) 
from  1 67 1  until  1684:  they  discussed  life  for 
a  musician  in  Madrid,  the  performance  of 
villancicos  and  the  vogue  for  polychoral  music. 


Padilla,  Juan  Gutierrez  de.  See  Iberian 

PENINSULA  AND  COLONIES  3  New  World. 

Patino,  Carlos  (1600-75).  The  first  native 
Spanish  court  maestro  de  capilla  and  the  com- 
poser responsible  for  initiating  the  vogue  for  a 
Spanish  Baroque  style,  which  then  superseded 
the  late  Italian  Renaissance  style  that  still  held 
sway.  His  music  is  known  to  have  included 
numerous  Spanish  villancicos  and  Latin  lit- 
urgical works,  as  well  as  a  few  secular  songs. 
Patino  was  trained  at  Seville  Cathedral  (from 
1612),  where  he  became  the  pupil  of  Alonso 
Lobo  (1617)  and  later  of  Francisco  de  Santi- 
ago. In  1628  he  was  appointed  maestro  de 
capilla  of  the  royal  convent  of  the  Encarnacion 
in  Madrid  and  succeeded  Mateo  Romero  five 
years  later  as  maestro  of  Philip  I  V's  chapel  and 
rector  of  the  choir  school. 

Peralta  Escudero,  Bernardo  de  (d  161 7). 
Maestro  de  capilla  at  Burgo  de  Osma  until  his 
death.  He  declined  invitations  to  take  up  posts 
at  Saragossa  Cathedral  in  161 1  and  the  royal 
chapel  in  1616  (concerning  the  latter,  he  is 
said  to  have  expressed  a  preference  for  serving 
in  the  galleys  rather  than  going  to  Madrid). 
His  polychoral  music  was  admired  for  the 
expressiveness  of  his  text  setting. 

Porsile,  Giuseppe.  See  Central  Europe 
3  Austro-IIungary:  Vienna. 

Pujol,  Juan  (Pablo)  (c  1573- 1626).  Priest, 
organist,  maestro  de  capilla  and  prolific  com- 
poser of  sacred  and  secular  music.  Originally 
from  Barcelona,  he  served  for  two  years  as 
organist  of  Tarragona  Cathedral  (from  1593) 
and  then  as  maestro  de  capilla  at  the  basilica  of 
Nuestra  Senora  del  Pilar  in  Saragossa,  before 
taking  up  a  similar  post  at  Barcelona 
Cathedral,  where  he  remained  from  161 2  until 
his  death. 

Rameau,  Pierre.  See  France  /  Paris  and  Ver- 
sailles. 

Rodriguez,  Vicente  (d  1760).  Organist  of 
Valencia  Cathedral,  succeeding  Cabanilles  in 
1713;  he  was  assisted  by  his  elder  brother  Felix 
Jorge  (d  1748),  who  was  also  a  harpist  and  had 
served  there  since  1703.  Rodriguez  was  the 
composer  of  a  manuscript  Libra  de  tocatas  para 
cimbalo  repartidas  por  todos  los  puntos  de  un 
diapason,  much  influenced  by  Domenico  Scar- 
latti and  Antonio  Soler,  as  well  as  of  organ 
toccatas. 

Romero,  Mateo  [Rosmarin,  Mathieu;  4E1 
Maestro  Capital]  (1575/6- 1647).  Spanish 
composer  born  in  Liege,  but  trained  as  a  choir- 
boy under  George  de  La  Hele  and  Philippe 
Rogier  at  the  Capilla  Real  in  Madrid,  where 
in  1598  he  was  appointed  maestro  de  capilla. 
He  was  ordained  a  priest  in  1609.  Romero  was 
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an  influential  and  prolific  composer  of  secular 
songs  as  well  as  sacred  music  and  enjoyed 
prestige  at  both  the  Spanish  and  Portuguese 
courts.  In  1621  he  was  made  a  clerk  of  the 
Order  of  the  Golden  Fleece  and  three  years 
later  capelldn  de  ios  Reyes  Nuevos  de  Toledo. 
He  retired  in  1634;  a  decade  later,  in  1644, 
John  IV  made  him  a  non-resident  chaplain  at 
the  Portuguese  court. 
Rospigliosi,  Giulio.  See  Italy  7  Papal  States: 
Rome. 

Ruiz  de  Ribayaz,  Lucas  (*  before  1650). 
Priest,  who  played  the  guitar  and  harp.  He 
published  a  detailed  guitar  and  two-course 
harp  tutor,  together  with  dance  music  (foliasy 
jdcaras,  canarios  and  passacalles)  in  tablature, 
under  the  title  Luz  y  norte  musical  (1677);  it 
also  contains  unique  autobiographical  details. 

Ruiz  de  Robledo,  Juan  (d  after  1644). 
Maestro  de  capilla  at  Leon  and  Valladolid, 
where  he  raised  the  standards  of  performance. 
He  wrote  a  harsh  treatise  (in  manuscript)  on 
liturgical  practice,  Laura  de  musica  eclesidstica 
(1644),  which  advocated  the  restriction  of 
bread  and  wine  as  punishment  for  any  preb- 
endary unable  to  pass  a  singing  test  after  a 
year's  course  of  study.  He  published  a  col- 
lection of  liturgical  music  in  1627  and  left 
other,  polychoral  works  in  manuscript. 

Salazar,  Antonio.  See  Iberian  peninsula  and 
colonies  3  New  World. 

Salazar,  Diego  Jose  de  (d  1709).  Maestro  de 
capilla  at  Seville  Cathedral  (from  1685)  and 
the  composer  of  a  requiem  for  Marie  Louise 
of  Orleans  (wife  of  Charles  II)  in  1689,  which 
was  performed  at  many  subsequent  royal 
funerals.  Salazar  died  of  plague. 

San/,  Gaspar  [Sanz  Celma,  Francisco  Bar- 
tolome]  (1640-early  1 8th  century).  Spanish 
priest,  guitarist  and  composer  who  studied  in 
Italy  with  Cristoforo  Caresana,  Orazio  Bene- 
voli,  P.  A.  Ziani  and  Lelio  Colista.  Back  at 
Saragossa,  he  published  in  1674  the  most  com- 
plete five-course  guitar  treatise  of  the  day, 
Instruccwn  de  musica  sobre  la  guitarra  espanola; 
its  popularity  is  attested  to  by  at  least  eight 
editions  during  the  next  25  years.  In  addition 
to  sets  of  variations  and  dance  music,  it 
includes  instructions  for  stringing,  fretting 
and  tuning,  as  well  as  advice  on  how  to 
accompany  from  a  figured  bass. 

Scarlatti,  Domenico  (1685— 1757).  Son  of 
Alessandro  Scarlatti,  a  virtuoso  harpsichordist 
and  the  composer  of  more  than  500  unique 
single-movement  'sonatas',  who  lived  37  years 
in  Portugal  and  Spain  (see  Plate  21).  Though 
a  highly  gifted  musician,  Domenico  Scar- 
latti had  considerable  difficulty  establishing 
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himself  professionally  in  his  own  right  as  dis- 
tinct from  his  father.  For  his  part,  his  father 
maintained  a  strong  influence  and  remarkable 
degree  of  control  over  his  son,  who  in  17 17 
finally  had  to  seek  legal  independence.  The 
church  and  the  theatre  ultimately  could  not 
offer  the  right  forum  for  his  talents,  though 
he  served  for  five  years  (17 14- 19)  as  maestro 
di  cappella  at  the  Cappella  Giulia  in  the 
Vatican.  He  composed  at  least  one  oratorio 
(1709)  and  more  than  a  dozen  operas  for  his 
father's  Neapolitan  theatre,  S  Bartolomeo 
(1703-4),  and  the  Roman  Palazzo  Zuccari 
(1710-14)  and  Teatro  Capranica  (1715,  1718). 

His  patrons  in  Rome  included  the  exiled 
Polish  queen  Maria  Casimira  (1709-14)  and 
the  Portuguese  ambassador  to  the  Vatican,  the 
Marquis  de  Fontes  (from  17 14),  who  in  1720 
succeeded  in  winning  Scarlatti  for  the  patri- 
archal chapel  in  Lisbon  (his  serenata,  Applauso 
genetliaco,  was  performed  at  the  Portuguese 
Embassy  in  1714  and  his  Contesa  delle  stagiom 
at  the  Lisbon  royal  chapel  in  1720).  Scarlatti 
was  also  a  familiar  figure  at  the  weekly  meet- 
ings hosted  by  Cardinal  Ottoboni  of  the  Acca- 
demie  Poetico-Musicali,  at  which  the  finest 
musicians  in  Rome  met  and  performed 
chamber  music;  there  Scarlatti  met  Corelli, 
Thomas  Roseingrave  and  Handel,  among 
others.  Roseingrave  became  an  enthusiastic 
champion  and,  when  back  in  London,  pub- 
lished the  first  edition  of  Scarlatti's  Essercizi 
per  gravicembalo  (1738-9),  which  -  along  with 
the  efforts  of  Joseph  Kelway  and  Thomas 
Arne  -  greatly  popularized  his  music  there. 

Self-exile  first  in  Lisbon  (1720-28),  and 
then  in  Seville  (1729-33)  and  Madrid  (from 
1733),  provided  the  freedom  Scarlatti  needed 
to  develop  his  own  particular  keyboard  style, 
which  throve  on  the  clement  of  contrast  and 
the  use  of  the  acciaccatura,  the  'simultaneous 
mordent',  the  'vamp'  (usually  at  the  beginning 
of  the  second  half  of  a  sonata)  and  the  element 
of  surprise.  He  composed  more  than  500 
sonatas  for  the  Infanta  Maria  Barbara,  one  of 
his  royal  pupils,  which  survive  in  two  sets  of 
1 5  volumes  in  the  hand  of  a  Spanish  scribe. 
None  is  dated,  nor  have  any  criteria  been 
agreed  upon  to  enable  them  to  be  assigned  to 
specific  years.  It  is  even  questionable  whether 
Scarlatti  himself  paired  them,  as  they  appear 
in  the  manuscripts.  He  also  composed  at  least 
17  separate  sinfonias  and  a  harpsichord  con- 
certo. The  extent  of  his  influence  on  such 
Portuguese  and  Spanish  contemporaries  as 
Carlos  de  Seixas,  Antonio  Soler,  Felix 
Maximo  Lopez  and  Sebastian  Albero  has  yet 
to  be  fully  assessed. 
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Scarlatti  did  return  to  Italy  on  three 
occasions:  in  1724,  when  in  Rome  he  met 
Quantz  and  maybe  Farinelli  (who  himself 
joined  the  Spanish  court  in  1737);  in  1725,  to 
visit  his  father  in  Naples,  when  he  met  Hassc; 
and  in  1728  to  Rome,  when  he  eventually 
married  for  the  first  time  (his  wife,  by  whom 
he  had  five  children,  died  in  1739,  and  by  1742 
he  was  married  again,  to  a  Spanish  woman, 
by  whom  he  had  four  more).  In  1738,  spon- 
sored by  King  John  V  of  Portugal,  he  passed 
secret  trials  to  become  a  Knight  of  the  Order 
of  Santiago,  and  about  1740  Yelasco  painted 
his  portrait,  for  which  he  wore  the  full  regalia 
of  the  order. 
Selma  y  Salaverde,  Bartolome  de  (ft  1638). 
Augustinian  friar,  virtuoso  bassoonist 
employed  at  the  archducal  court  at  Innsbruck 
(1628-30),  and  composer  of  Primo  libro  de 
canzoni,  fantasie  &  correnti  (Venice,  1638), 
dedicated  to  the  Bishop  of  Breslau.  Selma  also 
composed  a  Canzona  a  4  sopra  battaglia,  in 
which  he  incorporated  fanfares  and  military 
signals  associated  with  Spanish  and  Por- 
tuguese batallas.  He  was  the  son  of  Bartolome 
de  Selma  (d  161 6),  who  was  an  instrument 
maker  and  repairer  to  the  Spanish  royal 
chapel. 

Serqueira  [Lima  Sequeiros],  Juan  de  (1 1655- 
after  1726).  Theatre  guitarist  and  harpist  in 
Granada  and  Madrid  (1 676-1 723),  and  com- 
poser of  incidental  music  and  cantatas.  He 
performed  in  the  Corpus  Christi  aulos  sac- 
ramentales  in  Madrid  in  1676  and  in  Juan 
Hidalgo's  setting  of  Calderon's  last  play,  II ado 
y  divisa  (1680).  During  the  latter  part  of  the 
reign  of  Charles  II  he  became  involved  as  a 
repetiteur  for  court  theatre  productions. 

Tesi,  Vittoria.  Sec  Italy  10  Itinerant 
Musicians. 

Torres   y   Martinez   Bravo,  Joseph  de 

(f  1 665- 1 738).  Spanish  organist  and  master  of 
the  royal  chapel  choristers  in  Madrid  who 
published  the  first  Spanish  treatise  devoted 
wholly  to  figured  bass  in  his  Reglas  generates 
de  acompanar  (1702).  Torres  y  Martinez  Bravo 
was  a  composer  equally  at  home  with  forward- 
looking  outside  influences  and  with  native 
styles,  as  evidenced  by  his  collection  of  Can- 
ciones  francesas  de  todos  ayres  (c  1705).  He  used 
oboes  and  violins  in  the  French  manner  and 
employed  italianatc  recitatives  and  arias. 
Torres  also  founded  the  first  Spanish  music 
printing  house,  the  Imprcnta  de  Musica,  in 
Madrid  in  the  early  years  of  the  1 8th  century. 
Vails,  Francisco  (1665- 1747).  Maestro  de 
capilla,  theorist  and  composer  who  sparked  off 
a  lively  pamphlet  war  (1715-37)  by  the  use  of 


unprepared  dissonances  in  his  Atissa  Scala 
aretina  for  11  voices  and  instruments  (1702). 
As  many  as  50  Spanish  writers  became 
involved.  Vails  retired  from  his  post  as  maestro 
de  capilla  at  Barcelona  Cathedral  in  1740  in 
order  to  concentrate  on  his  manuscript  treatise 
Mapa  armomco  (prefatory  letter  dated  1742), 
important  as  a  defence  of  the  Spanish  style 
against  the  Italian  and  French. 

Vaquedano,  Jose  de  (d  171 1).  Monk,  maestro 
de  capilla  at  the  cathedral  of  Santiago  de  Com- 
postela  (168 1  1 710)  and  composer  of  poly- 
choral  sacred  music  and  as  many  as  47 
villancicos  (of  which  26  celebrate  the  feast  of 
St  James).  I  lis  significance  as  a  composer  lies 
in  his  use  of  instruments  -  not  merely  in  the 
continuo,  to  double  voices  in  choral  textures 
or  to  create  choruses  of  instruments,  but  to 
take  independent  concertante  roles  in  vocal 
textures  (he  favoured  the  trumpet,  violin, 
bassoon,  harp,  organ  and  vihucla). 

Vargas  [Bargas],  Urban  de  (d  1656).  Maestro 
de  capilla  at  a  scries  of  Spanish  cathedrals, 
which  included  Saragossa  (1620-50),  and  a 
prolific  composer  of  villancicos  for  eight  to  12 
voices. 

Vega  (Carpio),  Lope  Felix  de  (1562- 1635). 
Spanish  court  poet  and  dramatist  who  wrote 
the  first  Spanish  opera  libretto,  La  sella  sin 
amor  (1629).  Lope  de  Vega  was  a  prolific 
writer,  producing  as  many  as  1800  plays,  most 
of  them  comedias  w  hich  incorporated  songs, 
for  both  court  and  public  theatres.  His  poetry 
became  the  basis  of  the  secular  song  (cam  ion) 
repertory  of  the  late  16th  and  early  17th  cen- 
turies and  was  performed  by  singers  such  as 
Juan  Bias  de  Castro. 


2  Portugal 

Almeida,  Francisco  Antonio  de  (^1702- 
1755).  Composer  associated  with  the  court. 
The  gift  of  a  royal  stipend  enabled  him  to 
study  in  Italy  (1720-26),  where  at  least  two  of 
his  oratorios  were  performed.  Having 
returned  to  Lisbon,  he  was  commissioned  to 
compose  Carnival  operas  (La  pazienza  di 
Socrate,  1733)  and  serenatas  (La  finta  pazza, 
1735)  for  the  royal  palace  of  Ribeira.  His 
music,  both  sacred  and  secular,  was  very  much 
Italian-influenced,  particularly  by  the  Neapo- 
litan opera  buff'a  style;  like  Alessandro  Scar- 
latti, he  relied  on  recttatno  secco,  and  paired 
oboes  and  horns  with  strings. 
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Babbi,  Gregorio.  See  Italy  10  Itinerant 
Musicians. 

Barbosa  Mac  ha  do,  Diogo  (1682- 1772). 
Priest  (educated  in  canon  law  at  Coimbra  Uni- 
versity) and  author  of  an  important  four- 
volume  bibliography  of  Portuguese  writers, 
Bibliotheca  lusitana,  historia  critica,  e  cron- 
ologica  (1741-59),  which  contains  entries  on 
127  composers  and  theorists,  listing  manu- 
script writings  (and  their  location)  as  well  as 
published  works.  Barbosa  had  access  to  the 
royal  music  library  in  Lisbon  before  it  was 
destroyed  in  the  earthquake  of  1755,  and  his 
bibliography  thus  provides  unique  references 
to  lost  works.  His  library  became  the  basis  of 
the  Brazilian  Biblioteca  Nacional. 

Caffarelli.  See  Italy  to  Itinerant  Musicians. 

Cardoso,  Manuel  (1566- 1650).  Carmelite 
who  played  the  organ  and  directed  the  choir 
at  the  prestigious  Convento  do  Carmo  in 
Lisbon.  A  master  of  Renaissance  counterpoint 
and  a  worthy  successor  to  Victoria,  Cardoso 
composed  several  collections  of  Masses  and 
one  of  motets  (1648).  He  took  pains  to  ensure 
that  his  music  would  be  subsidized  by  royal 
patrons:  the  Duke  of  Barcelos  and  Braganza 
(the  future  John  IV)  had  Cardoso's  first  col- 
lection of  Masses  (parodies  of  Palestrina 

motets)  printed  in  1625;  the  second  one  con- 
tained parodies  of  motets  by  John  IV  (1636), 
and  the  third  (also  1636)  presented  six  Masses 
based  on  a  Marian  motet  by  Philip  IV.  By 
using  devices  such  as  a  seven-note  ostinato  - 
'Philippus  Quartus\  in  the  Missa  Philippina 
concluding  the  third  book  -  Cardoso  also 
ensured  the  popularity  of  his  music,  which 
was  more  widely  published  than  that  of  any 
of  his  contemporaries).  Many  of  his  polychoral 
works  were  destroyed  in  1755. 
Costa.  Musicians,  among  whom  Afonso  Vaz 
da  Costa  (d  after  1642),  Andre  da  Costa 
(./ 1685)  and  Sebastiao  da  Costa  (d  1696)  stand 
out.  Afonso  was  Portuguese  organist  who  had 
studied  in  Rome.  He  was  maestro  de  capilla  at 
Badajoz  Cathedral  in  Spain  (where  his  instru- 
mental forces  included  cornetts,  sackbuts,  bas- 
soons and,  later,  a  harp)  and  later  mestre  de 
capela  at  Avila  Cathedral;  his  music  was  lost  in 
the  1755  earthquake.  Andre  was  a  Trinitarian 
friar,  a  harpist  in  the  chapels  of  Afonso  VI 
and  Pedro  II,  and  the  composer  of  polychoral 
Masses  and  other  liturgical  music  (lost).  Seba- 
stiao was  a  contralto  who,  during  the  reign  of 
John  IV,  was  a  court  chamber  musician;  later, 
under  Afonso  VI  and  Pedro  II,  he  was  their 
mestre  de  capela.  For  his  services  he  was  made 
a  Chevalier  of  the  Order  of  Christ.  After  his 
death  his  music  was  deposited  in  the  royal 
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library,  which  was  destroyed  in  the  earthquake 
of  1755- 

Costa  e  Silva,  Francesco  (d  1727).  Mestre 
de  capela  at  Lisbon  Cathedral  (1715-27)  and 
composer  of  liturgical  music  and  villancicos 
who  provided  responsories  (for  eight  voices 
and  orchestra)  for  the  Requiem  Mass  hon- 
ouring the  French  King  Louis  XIV,  cele- 
brated at  the  cathedral  in  171 5. 

Cruz,  Filipe  da  (c  1603-68).  Friar  of  Santiago 
at  the  royal  monastery  of  Palmela  (nr  Lisbon) 
and  mestre  de  musica  at  the  Misericordia  in 
Lisbon,  before  taking  up  residence  in  Madrid, 
becoming  a  naturalized  Castilian  and  in  1641 
accepting  an  appointment  as  a  singer  in  the 
Spanish  royal  chapel.  However,  Cruz  was 
unhappy  in  Spain  and,  declaring  his  true 
allegiance  to  be  to  John  IV,  returned  to  Por- 
tugal, where  in  1656  he  was  made  mestre  of 
the  royal  chapel.  He  continued  to  be  admired 
as  a  composer  at  both  courts:  his  music 
includes  Masses  and  polychoral  Vespers, 
motets  and  villancicos  in  both  languages. 

Fabri,  Annibale  Pio.  See  Italy  10  Itinerant 
Musicians. 

Fernandes,  Antonio  (n 595  alter  1680). 
Priest  and  theorist  who  in  1626  published  a 
music  treatise  (albeit  derivative)  in  Portuguese 
entitled  Arte  de  musica  de  canto  dorgam,  e  canto 
cham,  dedicated  to  Duarte  Lobo,  his  former 
teacher.  He  is  thought  to  have  belonged  to 
John  IV's  Vila  Vicosa  chapel  choir  in  1642;  a 
further  treatise  on  musical  secrets  (Especulacao 
de  segredos  de  musica)  was  lost  in  the  fire  that 
destroyed  the  royal  library  in  1755. 

Fernandes,  Gaspar.  See  Iberian  peninsula 
and  colonies  j  New  World. 

Frouvo,  Joao  Alvares  (1608-82).  Mestre  de 
capela  at  Lisbon  Cathedral  (from  1647),  the- 
orist and  librarian  to  John  IV.  He  may  have 
been  a  composer,  having  studied  with  Lobo 
at  Lisbon  Cathedral.  In  the  1640s  the  king 
commissioned  Frouvo  to  write  a  treatise  on 
the  significance  of  the  number  four  (Discursos 
sobre  a  perfeifam  do  diathesaron,  (5  louvores  do 
numero  quaternario,  1662)  which  is  important 
for  the  plethora  of  composers  he  cited;  a 
second,  two-volume  treatise,  Speculum  univ- 
ersale (1651),  is  lost. 

John  [Joao]  IV  (1604-56).  Duke  of  Barcelos 
and  Braganza,  later  King  of  Portugal  (1640), 
well  educated  in  music  (a  pupil  of  Roberto 
Tornar),  and  an  ardent  patron  and  collector. 
His  unique  library,  in  which  Italian,  French, 
English  and  Flemish,  as  well  as  Spanish  and 
Portuguese  music  was  represented,  was  lost  in 
the  earthquake  and  fire  that  destroyed  Lisbon 
in  1755,  although  a  catalogue  compiled  in  1649 
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survives.  John  IV  was  also  an  essayist  and 
composer:  during  the  1650s  he  published  two 
brief  tracts  in  Italian  and  Spanish,  anony- 
mously and  without  place  or  date,  but  prefa- 
tory sonnets  reveal  his  identity  in  acrostics.  A 
devotee  of  the  stile  anticoy  the  king  penned  a 
defence  of  modern  music  -  which  he  con- 
sidered to  be  that  of  Palestrina,  not  the  nion- 
odists  -  and  later  another,  in  support  of  a 
maligned  Palestrina  Mass.  Two  further  treat- 
ises in  Portuguese  are  no  longer  extant;  of  his 
music  only  two  four-part  motets  survive. 
Juvarra,  Filippo.  See  Italy  7  Papal  States: 
Rome. 

Lesbio,  Antonio  Marques  (1630-1709). 
Court  musician,  writer  and  composer  of  vill- 
ancicos  (1 660-1 708),  of  which  16  (some  in 
Spanish,  others  in  Portuguese)  survive.  Lesbio 
held  several  posts  in  the  royal  music  -  master 
of  the  royal  chamber  music  (1668),  master  of 
the  boys  (1679)  and  curator  of  the  music 
library  (1692)  -  before  finally  becoming  mestre 
de  capela  in  1698.  His  polyphonic  Latin  works 
were  destroyed  in  1755. 

Lobo,  Duarte  [Lupus,  Eduardus]  (?  1 565 
1646).  Mestre  de  capela,  first  at  Evora 
Cathedral,  then  at  the  Hospital  Real  in  Lisbon 
and  finally  at  Lisbon  Cathedral;  he  was  also 
the  director  of  a  seminary  and  taught  at  the 
Colegio  da  Claustra  da  Se  in  Lisbon,  where 
his  pupils  included  F.  A.  de  Almeida,  Antonio 
Fernandes  and  J.  A.  Frouvo.  Lobo  was  the 
best-known  Portuguese  composer  of  his  day; 
he  published  six  volumes  of  polyphonic  lit- 
urgical music  in  Antwerp  which  demonstrate 
his  command  of  counterpoint  and  an  ability 
to  convey  textual  nuances  in  music. 

Magalhaes,  Filipe  de  (ci  571-1652).  Mestre 
de  capela  at  the  Lisbon  court  (1623-41),  who 
in  his  day  was  considered  a  more  expressive 
composer  in  the  prima  prattica  than  his  con- 
temporaries Manuel  Cardoso  and  Duarte 
Lobo.  Magalhaes  was  trained  at  Evora 
Cathedral  before  taking  a  post  as  a  singer  in 
the  royal  chapel  (1602);  he  also  served  as  mestre 
de  capela  at  the  Misericordia  in  Lisbon. 

Melgas,  Diogo  Dias  (1638- 1700).  Mestre  de 
capela  at  Evora  Cathedral  (from  4-1678  until 
blindness  forced  him  to  retire),  where  he  had 
been  a  choirboy  and  master  of  the  boys. 
Melgas  was  the  first  composer  there  to  write 
functional  harmony  and  independent  instru- 
mental parts  for  choral  music. 

Nunes  da  Silva,  Manuel  (d  1704).  Mestre  de 
capela,  educator  and  the  author  of  a  treatise 
(Arte  minima,  1685)  on  polyphony,  counter- 
point and  plainchant,  giving  special  attention 
to  coloration  (which  was  still  practised  in 


Spain  and  Portugal).  A  priest,  Nunes  da  Silva 
studied  with  J.  A.  Frouvo  before  taking  up 
posts  at  S  Maria  Magdalena,  Lisbon,  and  the 
school  attached  to  the  cathedral  in  1685;  sim- 
ultaneously he  taught  at  the  college  of  his 
order  and  was  mestre  de  capela  of  another 
Lisbon  church. 

Rego,  Pedro  Vaz  (1673- 1736).  Mestre  de 
capela  at  Evora  Cathedral,  succeeding  his 
teacher  Diogo  Melgas  in  1700,  author  of  a 
history  of  music  in  the  Spanish  royal  chapel 
(Armonico  Lazo,  1733)  and  composer  of  lit- 
urgical music,  Passions  and  villancicos,  of 
which  only  a  few  works  survive.  He  was  one 
of  many  who  published  opinions  -  in  his  case 
a  defence  -  on  Francisco  Valls's  use  of  unpre- 
pared dissonances. 

Rodrigues  Coelho,  Manuel  (^1555-^1635). 
Organist,  first  at  Elvas  Cathedral  and  then  at 
the  Lisbon  court  (1602-33),  known  by  the 
keyboard  music  contained  in  his  Flores  de 
musica  para  0  mstrumento  de  tecla  (5  harpa 
(1620),  which  is  the  earliest  surviving  col- 
lection of  instrumental  music  printed  in  Por- 
tugal. Among  the  works  included  are  24  tientos 
and  97  versets;  though  rooted  in  the  style 
of  Cabczon,  they  also  reflect  the  influence  of 
Sweelinck  and  the  English  virginalists. 

Sant'Anna  [Sa  Bacon],  Jose  Pereira  de 
(1696-1759).  Carmelite  musician,  born  in  Rio 
de  Janeiro  and  educated  in  Brazil  and  Portu- 
gal, who  became  the  royal  family  confessor  at 
Coimbra.  I  le  was  a  singer,  composer  of  sacred 
music,  and  author  of  a  two-volume  Chronica 
dos  Carmelitas  (1745-51)  that  includes  infor- 
mation on  the  history  of  Portuguese  Carmelite 
music. 

Scarlatti,  Domenico.  See  Iberian  peninsula 
and  colonies  /  Spain. 

Seixas,  (josk  Antonio)  Carlos  de  (1704- 
42).  Keyboard  virtuoso  and  the  leading  Por- 
tuguese composer  of  his  day.  At  the  age  of  14 
he  succeeded  his  father,  Francisco  Vaz,  as 
organist  of  Coimbra  Cathedral  and,  two  years 
later,  became  organist  of  the  royal  chapel  in 
Lisbon,  where  he  remained  for  the  rest  of 
his  life.  His  spectacular  technique  as  a  player 
earned  him  (along  with  Domenico  Scarlatti)  a 
knighthood  from  King  John  V  in  1738.  His 
music  was  destroyed  in  the  1755  earthquake 
and  fire,  though  copies  of  a  few  works  survive. 

According  to  Barbosa  Machado  (Bibltotheca 
lust  tana,  1741-59)  Seixas  composed  700  key- 
board 'tocatas',  of  which  88  have  been  auth- 
enticated. His  music  was  inevitably  influenced 
by  his  nine-year  association  with  Scarlatti  at 
the  royal  chapel,  though  not  to  the  extent 
hitherto  thought.  Seixas's  sonatas  are  mostly 
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in  three  to  five  movements,  technically 
demanding  and  reflecting  an  experimental 
mind  with  regard  to  motivic  development  and 
extended  forms. 

Teixeira,  Antonio  Jose  (1707-after  1759). 
Singer  and  composer  at  the  Patriarchal 
Cathedral  in  Lisbon  from  1728.  Teixeira 
studied  in  Rome  (where  he  was  associated  with 
the  Portuguese  Church)  from  about  1717  until 
1728.  He  composed  a  cappella  and  concertante 
sacred  music  -  Masses,  psalms,  motets  and  a 
Te  Deum  -  as  well  as  cantatas. 

Tornar,  Roberto  [Turner,  Robert]  (4-1587- 
1629).  Singer,  composer  and  mestre  de  capela 
(1616-29)  °f  English  origin,  in  the  service  of 
the  seventh  Duke  of  Braganza  at  Vila  Vicosa.  A 
pupil  of  the  Franco-Flemish  expatriate  Gcry 
Ghersem  in  Spain,  Tornar  was  charged  with 
the  musical  education  of  the  duke's  son,  the 
future  King  John  IV  of  Portugal.  Only  four 
four-part  psalms  by  Tornar  survive. 


3  The  New  World 

Araujo,  Juan  de  (1646-1712).  Spanish-born 

priest  and   prolific  composer  of  villamicos 

working  in  South  America.  Araujo  lived  in 
Lima  from  an  early  age  and  only  moved  to 
Panama  under  duress  after  becoming  involved 
in  politics  at  the  University  of  S  Marcos.  He 
returned  to  Lima  in  1672,  when  he  was  made 
maestro  de  capilla  of  Lima  Cathedral.  His  final 
post  was  at  the  wealthy  La  Plata  Cathedral 
(Sucre,  Bolivia),  where  he  served  from  1680 
until  his  death. 
Atienza  y  Pineda,  Francisco  de  (4-1657- 
1726).  Spanish-born  Mexican  priest  and  com- 
poser who  served  first  at  Mexico  City 
Cathedral  (where  he  became  involved  in  a 
controversy  over  the  selection  of  Manuel  de 
Zumaya  as  Antonio  de  Salazar's  successor) 
and  then  from  1712  at  Puebla  Cathedral, 
where  he  served  as  maestro  de  capilla  until  his 
death.  He  composed  Latin  music  in  the  prima 
prattua  and  published  12  sets  of  villamicos 

(i7'5-")- 

Ceruti,  Roque  (4-1683-1760).  Milanese  com- 
poser attached  to  the  viceroy  of  Peru,  the 
Marquis  de  Castclldosrius.  To  celebrate  the 
birth  of  the  Spanish  crown  prince  in  1708 
Ceruti  directed  the  viceroy's  private  band  of 
nine  musicians  in  his  lavishly  costumed  and 
set  opera  FA  mejor  escudo  de  Perseo,  which  was 
performed  in  the  palace  gardens  in  Lima.  He 
remained  in  viceregal  service  after  the  death 
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of  the  marquis  in  1 7 1  o,  but  in  1 72 1  he  accepted 
the  post  of  maestro  de  capilla  at  Trujillo 
Cathedral.  Ceruti  returned  to  Lima  in  1728  as 
maestro  de  capilla  of  the  cathedral,  where  he 
was  assisted  by  the  organist  Jose  de  Orejon  y 
Aparicio  and  the  composer  Esteban  Zapata. 
During  the  32  years  he  served  there  he  com- 
posed an  extensive  corpus  of  italianate  Spanish 
and  Latin  music  which  was  known  throughout 
South  America.  In  his  music  for  festive 
occasions  he  employed  current  Italian  textures 
and  forms:  recitativo  secco,  da  capo  arias,  and 
vocal  ensembles  accompanied  by  violins  and 
continuo. 

Fcrnandcs,  Gaspar  (<  1 570-1629).  Portuguese 
priest,  organist  and  composer  who  served  as 
maestro  de  capilla  at  Guatemala  City  Cathedral 
(1599-1606)  and  Puebla  Cathedral,  Mexico. 
Prior  to  sailing  for  the  New  World,  Fernandes 
had  been  a  singer  and  organist  at  Evora 
Cathedral.  He  composed  the  earliest  known 
Latin  secular  work  by  a  New  World  composer, 
Elegit  eum  Dominus,  which  celebrated  the 
arrival  of  the  13th  Spanish  viceroy  in  Puebla. 
The  chanzonetas  and  villancicos  he  composed 
there  make  up  the  largest  surviving  collection 
of  i7th-centurv  secular  music  in  the  New 
World. 

Jerusalem,  Ignacio  (41710  1769)  Italian- 
born  violinist  and  composer  working  in 
Mexico.  Jerusalem  was  recruited  from  Cadiz 
to  Mexico  City  in  1742.  Such  was  his  talent 
that  he  quickly  gained  local  approbation,  suc- 
ceeding Manuel  de  Zumaya  in  1 749  as  maestro 
de  capilla  at  Mexico  City  Cathedral.  Over  the 
next  20  years  he  composed  around  200  Latin 
compositions  and  a  number  of  others  on 
Spanish  texts,  in  which  he  took  full  advantage 
of  the  forces  of  the  cathedral  choir  and  orches- 
tra, especially  in  the  more  italianate  works. 

Lopez  dpi II. is.  Francisco  (4-1615- 1673). 
Spanish-born  organist  at  Puebla  Cathedral, 
Mexico  ( 1 64 1 ),  under  J uan  de  Padilla  and  later 
organist  and  maestro  de  capilla  at  Mexico  City 
Cathedral  (from  1654);  in  recognition  of  his 
service  he  was  granted  a  full  prebend,  but 
died  before  it  took  effect.  Lopez  was  a  skilful 
composer  of  Latin  sacred  music  in  the  prima 
prattica  style. 

Orejon  y  Aparicio,  Jose  de  (1706—65).  Per- 
uvian singer,  organist  and  composer.  Orejon 
was  a  child  prodigy  who  at  the  age  of  nine  was 
employed  as  a  singer  (in  place  of  an  adult) 
at  Lima  Cathedral,  where  he  later  became 
organist  (1742)  and  maestro  de  capilla  (1764). 
However,  his  career  there  was  marred  by 
resentment:  he  believed  that  the  emphasis 
Roque  Ceruti  placed  on  Italian  music  in  the 
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cathedral  repertory  limited  the  native  com- 
posers; accordingly  he  applied  for  posts  else- 
where, though  without  success.  His  only 
music  was  melancholic  (often  in  minor  keys) 
and  employed  Italian  forms  and  textures.  His 
most  imposing  work  was  a  Passion  for  triple 
chorus  and  orchestra  (1750).  His  music 
became  known  throughout  South  America. 

Padilla,  Juan  Gutierrez  de  (41590-1664). 
Mexican  priest  and  composer  of  Spanish 
birth.  After  four  years  as  maestro  de  captlla  at 
Cadiz  Cathedral  (1616-20),  Padilla  sailed  for 
the  New  World  and  from  1622  was  associated 
with  Puebla  Cathedral,  first  as  a  singer  and 
then,  from  1629,  as  maestro  de  captlla.  He 
became  wealthy,  thanks  to  church  benefices 
and  his  activities  as  an  'ecclesiastical'  musical 
instruments  (flutes,  bassoons  and  shawms) 
factory  owner  and  distributor,  and  he  is  known 
to  have  sold  at  least  one  negro  slave. 

At  the  cathedral  he  was  charged  with  the 
education  of  the  choirboys  at  the  Colegio  de 
S  Pedro;  he  also  taught  at  the  Colegio  Semi- 
nario  de  S  Juan.  The  cathedral  boasted  a  large, 
well-trained  choir  (many  of  its  members  also 
played  instruments),  capable  of  performing 
double-choir  polyphony.  During  his  tenure 
(and  that  of  Bishop  Palafox  y  Mcndoza,  who 
supervised  the  construction  of  a  new  cathedral 
in  the  1640s),  Puebla  became  the  major 
musical  centre  in  Mexico,  overshadowing  even 
Mexico  City.  Also  employed  at  the  cathedral 
were  the  harpist  Nicolas  Grinon  and  the 
organist,  singer  and  composer  Francisco 
Lopez  Capillas,  who  was  Padilla's  only  rival. 

Padilla  composed  in  the  prima  prattn  a  style 
with  particular  sensitivity  to  text.  In  addition 
to  Latin  church  music,  he  provided  tuneful 
vernacular  chanzonetas  and  vtllancicos  for  feast 
days  cast  in  the  popular  forms  of  the  day  - 
jdcaras  (Picaresque  ballads),  dialogues,  gypsy 
dance-songs,  shepherd  songs,  gallegos  and 
negrtllas.  He  used  syncopation  and  modal 
interchange  between  choirs. 

Salazar,  Antonio  de  ((-1650-171 5).  Spanish- 
born  Mexican  maestro  de  captlla  and  composer 
of  double-choir  works,  chanzonetas  and  vtll- 
ancicos. Before  leaving  Spain  Salazar  was  a 
prebendary  in  Seville.  From  1679  he  was 
maestro  de  capilla  at  Puebla  Cathedral  and  nine 
years  later  won  a  similar  post  at  Mexico  City 
Cathedral  by  defeating  four  rivals.  Salazar  had 
at  his  disposal  a  rich  v  ariety  of  wind  and  string 
players  whom  he  accommodated  in  con- 
trasting ensembles  in  the  vtllancicos  he  com- 


posed between  1680  and  1704.  Also  at  the 
cathedral  in  Mexico  City  were  Perez  de 
Guzman,  Francisco  de  Atienza  y  Pineda  and 
Manuel  de  Zumaya  (who  gradually  assumed 
his  teaching  and  administrative  duties  in 
1710-1 1). 

Sant'Anna,  Jose  Percira  de.  See  Iberian 

PENINSULA  AND  COLONIES  2  Portugal. 

Torrejon  y  Velasco,  Tomas  dc  (1644 -1728). 
Spanish  composer  of  the  first  New  World 
opera,  working  in  Peru.  Torrejon  y  Velasco 
had  worked  from  1658  in  the  household  of 
Pedro  Fernandez  de  Castro  y  Andrade  who  in 
1667  was  appointed  viceroy  of  Peru.  Along 
with  112  other  personal  attendants  Torrejon 
y  Velasco  travelled  to  Lima,  where  he  acted 
as  the  superintendent  of  the  armoury  and  a 
magistrate  and  chief  justice  before  being 
appointed  maestro  de  capilla  of  Lima 
Cathedral,  a  post  he  retained  to  the  end  of 
his  life.  He  composed  polychoral  vtllancicos, 
memorial  Vespers  music  for  Charles  II  (i 701) 
and  an  opera,  La  purpura  de  la  rosa  (1701;  text 
by  Caldcron),  which  was  performed  at  the 
viceregal  palace  as  part  of  the  celebrations  of 
Philip  V's  1 8th  birthday. 

Zipoli,  Domenico  (1688-1726).  Tuscan-born 
organist  and  composer  who  went  to  Argentina 
to  become  a  Jesuit  missionary.  Zipoli  is  known 
by  his  Sonate  d'intavolatura,  published  in 
Rome  in  17 16,  a  collection  of  sacred  and 
secular  works  for  organ  and  harpsichord.  In 
that  year,  having  put  aside  his  connections 
with  Cosimo  III,  Grand  Duke  of  Tuscany,  he 
joined  the  Society  of  Jesus,  determined  to 
become  a  missionary  priest  in  Paraguay,  but 
he  died  of  tuberculosis  shortly  after  com- 
pleting his  training  in  philosophy  and  theology 
at  Cordoba  (Argentina). 

Zumaya,  Manuel  de  (c  1678  1756).  Mexican 
priest,  organist  and  composer  who  was  the 
first  native  maestro  de  capilla  at  Mexico  City 
Cathedral  (1715-39),  where  he  succeeded  his 
teacher  Antonio  de  Salazar;  in  1739  he  went 
to  Oaxaca,  where  in  1745  he  became  maestro  de 
captlla  at  the  cathedral.  His  Latin  polyphonic 
works  include  the  earliest  extant  music  glo- 
rifying the  Virgin  of  Guadaloupe;  he  also 
produced  vtllancicos.  In  171 1  the  Spanish 
viceroy  (the  Duke  of  Linares,  who  was  an 
aficionado  of  Italian  opera)  commissioned 
Zumaya  to  compose  an  opera  seria:  La  Par- 
tenope  (the  libretto  was  printed  in  Italian  and 
Spanish)  became  the  first  opera  to  be  com- 
posed in  North  America. 
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The  three  half-centuries  into  which  the  Baroque  period  can  be  divided  are  char- 
acterized by  three  distinct  vocal  styles.  In  the  early  Baroque  an  even-toned,  word- 
dominated  style  flourished,  heavily  ornamented  at  specific  places,  according  to  the 
accomplishment  and  taste  of  the  singer.  The  middle  Baroque  is  arguably  a  true 
bel  canto  period  when  the  melody  reasserted  its  dominance  over  the  words  and 
embellishment  was  limited;  national  styles  were  at  their  most  clearly  defined.  The 
late  Baroque  embodied  a  rapprochement  of  national  styles  and  a  further  emergence 
of  vocal  ornamentation,  to  an  unprecedented  degree. 

The  smoothness  that  was  a  feature  of  Renaissance  vocal  polyphony  was  also  a 
desideratum  of  vocal  performance.  In  his  Practica  Musica  (1556),  Hermann  Finck  - 
after  complaining  about  singers  whose  throat  embellishments  (Kehl-Coloratura) 
resembled  the  bleating  of  a  goat  (a  comparison  often  found  in  descriptions  of  bad 
singers)  -  described  the  sounds  required  in  polyphonic  music:  'The  treble  and  the 
alto  should  not  ascend  too  high,  and  no  voice  should  overpower  the  others  and 
disturb  us  by  shouting  or  be  so  strained  that  the  singer  changes  colour,  becoming 
black  in  the  face  and  seeming  to  run  out  of  breath,  such  as  those  basses  who  buzz 
like  a  hornet  imprisoned  inside  a  boot,  or  puff  and  blow  like  a  burst  bellows.'  Clearly 
the  quality  of  sound  often  departed  considerably  from  the  classical  ideal  of  smooth 
counterpoint  with  no  part  obtruding. 

A  century  earlier,  Conrad  von  Zabern  of  Mainz  had  been  similarly  critical  of  the 
state  of  vocal  art  in  Germany  (De  modo  bene  cantandi  choralem,  1474).  He  advocated 
concorditer  cantare  (perfect  ensemble)  and  mensuraliter  cantare  (rhythmic  precision), 
and  called  for  devotionaliter  cantare  (keeping  soberly  to  the  written  notes  and  not 
deviating  by  too  much  embellishment)  or  discant  and  satis  urbaniter  cantare  (civilized, 
'urbane'  singing,  as  opposed  to  the  crudities  of  peasants  'who  bellow  like  cattle'). 
On  the  other  hand,  he  scorned  'aspiration'  (articulating  with  a  sharp  emission  of 
breath)  and  the  practice  of  holding  high  notes  too  long  and  too  loudly.  The  parallel 
with  Finck  and  other  writers  of  the  late  Renaissance  and  early  Baroque  are  clear: 
the  tendency  to  elaborate,  the  increase  in  complexity,  is  followed  by  a  reversion  to 
simplicity. 

The  Renaissance  desire  to  keep  the  parts  equal  in  volume  necessitated  either 
limiting  their  ranges  or  requiring  them  to  accommodate  their  timbre  and  volume 
according  to  pitch.  The  need  to  avoid  one  voice  standing  out  at  the  top  of  its  range 
caused  the  16th-century  singer  to  decrease  in  volume  as  he  ascended  and  increase 
as  he  descended  (as  specifically  requested  by  Conrad).  The  ideal  was  taken  from  the 
ancients;  Plato  and  Aristotle  had  advocated  voices  neither  too  sharp  nor  too  dull, 
but  even,  clear,  flexible  and  moderate.  Finck  called  for  a  sweet  and  tender  treble 
and  a  bright,  sonorous  bass.  In  the  church  style  the  voices  were  expected  to  merge 
imperceptibly:  as  basses  rise  in  pitch,  they  should  sound  like  tenors,  while  rising 
tenors  should  sound  like  altos  and  altos  like  trebles,  necessitating  the  use  of 
falsetto  or  head  voice;  when  descending,  voices  should  approach  the  timbre  of  the 
next  below.  By  comparison,  modern  choral  singing  is  top-heavy,  with  singers  trying 
to  maintain  their  tonal  quality  throughout  their  range. 
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When,  at  the  end  of  the  16th  century,  the  new  monodic  solo  style  arrived,  singers 
probably  carried  their  habitual  practices  from  polyphony  into  solo  music,  changing 
timbre  from  one  register  to  another.  Although  certain  writers  talked  of  three 
registers  -  chest,  throat  and  head  -  references  arc  rare  in  Baroque  times  to  more 
than  two,  as  delineated  by  Giulio  Caccini1  with  his  'voce  piena'  and  'voce  finta',  the 
latter  generally  regarded  as  falsetto. 

The  use  of  falsetto  had  grown  out  of  the  necessity,  because  of  a  lack  of  available 
boys,  to  replace  or  supplement  the  treble  or  alto  voices  in  polyphonic  textures  with 
men,  generally  baritones  or  basses,  singing  in  falsetto.  By  the  end  of  the  16th 
century,  castratos  were  beginning  to  replace  the  falsettists  in  Roman  chapel  choirs. 
In  solo  singing  the  disagreeable  qualities  of  the  falsetto  voice  were  widely  scorned, 
for  example  by  Caccini,  writing  from  Florence  in  Le  nuove  musiche  (1602)  that 
'nobility  of  good  singing,  which  is  born  of  a  natural  voice,  cannot  come  from  feigned 
[i.e.  falsetto]  voices'.  Bellerofonte  Castaldi,  in  the  preface  to  his  book  of  Venetian 
monodies,  duets  and  trios  fancifully  titled  Primo  mazzetto  difiori  musk almente  colti 
dal  giardino  bellerofonteo  (1623),  wrote  that  'because  the  subject  is  love  or  disdain 
which  a  lover  has  shown  towards  his  beloved,  it  is  represented  in  the  tenor  clef, 
whose  intervals  are  appropriate  and  natural  for  masculine  speech,  it  seeming  to  the 
author  laughable  that  a  man  should  make  overtures  to  his  beloved  in  a  woman's 
voice  and  beg  her  in  falsetto  to  take  pity  on  him'. 

But  it  was  not  only  the  scarcity  of  boys'  voices  that  required  the  use  of  falsettists 
in  the  upper  parts  of  polyphonic  music.  In  the  late  16th  century  the  growing  range 
and  complexity  of  the  music,  especially  for  the  upper  voices,  made  it  increasingly 
difficult  to  use  boys'  voices  at  the  top.  The  falsettists  were  best  suited  to  the  alto 
ranges  and  produced  an  intolerably  unpleasant  sound  in  the  increasingly  high 
soprano  parts.  Something  had  to  give,  and  what  gave  was  the  virility  of  certain  boys 
chosen  at  a  young  age  for  the  barbarous  but  effective  practice  of  castration,  producing 
male  voices  at  the  soprano  pitch,  capable  of  all  the  virtuosity  and  volume  of  a  fully 
mature  singer.  The  castratos  were  to  come  fully  into  their  own  as  solo  singers 
somewhat  later.2 

While  the  falsettist  gave  way  to  the  castrato  in  the  church,  in  secular  music, 
particularly  partsongs  and  madrigals,  women  -  ineligible  to  sing  in  church  —  were 
increasingly  accepted  and  fashionable.  The  madrigal  reached  its  zenith  at  much  the 
same  time  that  the  solo  song  became  popular.  Madrigals  achieved  a  spectacular 
success  at  the  court  of  Alfonso  II  d'Este  under  the  direction  of  Luzzasco  Luzzaschi. 
In  contrast  to  the  amateur  performances  of  the  concerto  delle  donne,  the  concerts  of- 
the  'Ladies  of  Ferrara'  (generally  but  inaccurately  known  as  'the  three  ladies  of 
Ferrara')  mark  the  turning-point  in  vocal  ideals  from  the  Renaissance  to  the  Baroque, 
looking  back  at  Renaissance  polyphony  and  forward  to  the  Baroque  and  the  new 
music  of  Caccini  and  the  Camerata. 

The  Ferrara  concerto  delle  donne  (a  term  used  equally  to  refer  to  amateur  and 
professional  women's  ensembles)  acquired  a  reputation  throughout  Italy  for  its 
brilliant,  florid  singing;  the  performances  of  the  professional  singers  must  have  been 
spectacular,  as  the  extreme  difficulty  of  the  music  in  both  range  and  agility  testifies. 
What  had  been  an  incidental  feature  of  court  life  in  the  1570s  became  after  1580  an 
integral,  almost  obsessive  cult.3  Not  all  observers  were  impressed:  the  Florentine 
ambassador,  reporting  that  he  had  finally  been  admitted  to  a  performance  taking 
place  during  a  game  of  cards,  found  it  tedious,  but  admitted  to  ignorance  of  music.4 
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As  the  experiments  of  the  Florentine  Camerata  shifted  the  emphasis  away  from 
church  music,  solo  secular  song  became  the  dominant  form.  A  new  style  known  as 
the  'canto  da  camera',  to  distinguish  it  from  'canto  da  chicsa',  was  fast  developing, 
though  many  of  the  new  chamber  singers  were  equally  proficient  performers  in  the 
church  style  and  were  employees  of  the  church.  The  practice  of  using  falsetto  and 
head  registers  continued  throughout  the  Baroque  era.  It  was  usual  for  a  tenor  to 
adopt  falsetto  above  g  (a  practice  still  followed  into  the  19th  century).5  Some  early 
Baroque  singers  made  a  virtue  of  this  necessity.  Giovanni  Maffei  mentioned  in  his 
Discorso  della  voce  (1562)  those  who  could  sing  passages  'now  in  the  bass,  now  in 
the  middle,  now  in  the  soprano,  most  beautiful  to  hear'. 

As  vocal  experimentation  gathered  pace,  some  singers  developed  exceptionally 
large  ranges.  Caccini  has  a  bass  going  down  to  B'  flat  in  his  last  Nuove  musiche  song. 
More  curious  still  are  those  songs  that  gad  about  amongst  the  clefs:  Francesco 
Rognoni's  Selva  di  varii  passaggi  (1620)  contains  one  which  proceeds  from  c"  down 
to  the  same  low  B'  flat.  In  such  songs  the  singer  must  almost  certainly  have  used 
falsetto  and  head  register  as  well  as  chest,  but  probably  the  extreme  notes  were  of 
modest  volume.  The  smallness  of  the  rooms  in  which  such  music  was  peformed, 
the  number  of  listeners  and  the  clear,  resonant  acoustics  provided  by  the  marble 
floors  and  high  ceilings  rendered  it  unnecessary  to  sing  as  loudly  as  was  necessary 
in  a  large  church.  In  the  Palazzo  Ducale  in  Mantua,  for  example,  most  of  the  rooms 
used  for  domestic  and  musical  purposes  were  of  modest  size,  including  the  Sala 
degli  Specchi  where  Claudio  Monteverdi's  UOrfeo  may  have  first  been  performed 
in  1607. 

Many  treatises  of  the  late  16th  and  early  17th  centuries  refer  to  the  differences 
between  the  two  styles.  Writing  in  Naples  in  161 3,  Pietro  Cerone  commented  in  El 
melopeo  that  'choral  singers  sing  to  the  crowd  with  full  voices,  chamber  singers  with 
soft,  low  and  falsetto  notes,  modifying  their  voices  to  balance  with  the  instruments 
accompanying  them,  organ,  guitar,  harp  or  others'.  Lodovico  Zacconi  {Prattica  di 
music  a  utile,  1592)  wrote  that  'many  singers  [in  Venice]  learnt  to  sing  through  soft 
singing  in  private  houses,  where  snouting  is  abhorred',  and  that  chamber  singers 
were  not  'forced  to  sing  like  the  paid  singers  in  the  churches'.  Cesare  Crivellati 
wrote  in  his  Discorsi  musicah  (1624)  that  'in  churches  you  sing  differently  from 
music-rooms:  in  churches  with  a  loud  voice,  in  music-rooms  with  a  subdued  voice', 
and  in  fact  most  17th-century  descriptions  of  Italian  chamber  singers  and  singing 
stress  softness,  sweetness  and  lightness  rather  than  brilliance  and  passion.  This 
concept  is  the  antithesis  of  our  modern  notion  of  church  as  opposed  to  secular 
singing  where  the  former  is  expected  to  be  'reverent',  i.e.  reserved,  while  the  latter 
is  uninhibited  and  extrovert. 

In  his  famous  Istitutioni  armoniche  (1558),  Gioseffo  Zarlino  described  church 
singing  as  'a  voce  piena'  ('in  full  voice')  while  chamber  singing  was  more  subdued. 
There  was  also  a  difference  in  social  status  between  chamber  singers  and  those 
employed  to  sing  in  church.  Many  of  the  singers  or  singer-composers  who  published 
books  of  solo  songs  had  their  titles  or  their  social  position  -  nobile  gentiluomo  for 
example  -  indicated  below  their  names;  they  were  dilettanti,  in  the  best  sense. 
Indeed,  the  composers  of  the  Camerata  and  their  immediate  successors  occupy  an 
almost  unique  position  in  musical  history:  with  them,  theory  preceded  practice  and 
the  aristocracy  was  part  of  the  avant-garde. 

Caccini  referred  to  the  notion  of  ignoring  the  exact  time  values  and  of  adding 
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notes  ot  one's  own  invention  as  nobile  sprezzatura;  this  'noble  negligence'  -  a  musical 
counterpart  to  poetic  licence  -  was  a  kind  of  aristocratic  casualness  and  disregard 
for  the  rules  and  regulations  of  harmony  and  counterpoint  by  introducing  dissonance 
to  convey  more  vividly  the  meaning  of  the  text.  Those  committed  to  the  seconda 
prattica,  nearly  all  of  whom  were  singers  as  well  as  composers,  felt  free  to  exercise 
their  fantasy  in  their  solo  songs,  and  it  is  interesting  to  speculate  why  a  composer 
like  Monteverdi  wrote  so  few.  Perhaps  the  amateur  disregard  for  the  rules  offended 
his  professional  spirit  and  approach  to  composition,  which  was  in  some  ways 
conservative,  despite  his  own  spirited  defence  of  the  seconda  prattica  against  criticism. 

The  more  refined  chamber  styles  meant  that  the  singers  kept  the  general  volume 
level  more  or  less  equal  to  that  of  normal  speech,  enabling  them  more  easily  to 
develop  the  agility  necessary  to  perform  the  passaggi,  trilli,  groppi,  tirate  and  all  the 
rapid-fire  ornamentation  required  in  the  'new  music'.  To  the  human  voice,  louder 
means  slower;  and  the  astonishing  agility  and  limberness  of  the  vocal  tract  required 
for  some  of  the  more  virtuoso  solo  songs  and  arias  (such  as  'Posscnte  spirto'  in  Act 
III  of  Monteverdi's  L'Orfeo)  cannot  be  achieved  at  the  volume  required  of,  and 
habitual  to,  the  modern  operatic  singer.  The  hallmark  of  early  Baroque  singers  was 
their  agility,  not  their  volume. 

Caccini's  two  volumes  of  Le  nuove  musiche  (1602,  161 4)  are  the  point  of  departure 
for  Baroque  solo  singing.  Many  of  the  songs  had  been  written  as  early  as  the  1580s, 
so  were  contemporaneous  with  the  events  at  Ferrara,  discussed  above.  In  his  famous 
preface  of  1602  -  a  bible  for  the  modern  student  of  early  Baroque  singing  -  Caccini 
wrote  that  he  was  publishing  the  songs  so  that  the  kinds  of  embellishments  he  sang, 
and  the  appropriate  places  for  their  use,  once  and  for  all  would  be  made  clear;  he 
vented  his  spleen  on  singers  who  added  lunghi  girt  (lengthy  passages,  twistings  and 
turnings)  in  inappropriate  places.  As  early  as  about  1 580  Count  Bardi,  mentor  of 
the  Florentine  Camerata,  had  complained  to  Caccini  (in  his  'Discorso  mandato  a 
Giulio  Caccini,  detto  Romano,  sopra  la  musica  antica  e'l  cantar  bene')  of  those  who 
sang  'badly  ordered  passages  that  even  the  composer  himself  would  not  recognize 
as  his  own  music',  and  most  other  writers  at  the  time  agreed  that  over-ornamentation 
was  an  abomination 

Caccini's  ornaments  are  of  two  basic  kinds:  the  passaggio,  developed  from  Renaiss- 
ance diminutions,  and  the  'affective'  types  such  as  the  esc lama zione,  the  trillo  and 
the  ribattuta  di  gola  -  the  real  innovations,  which  engendered  dismay  and  even 
disgust  in  some  listeners.  The  trillo  was  almost  certainly  performed  by  glottal 
articulation  rather  than  by  the  muscular  jerks  of  the  diaphragm  often  heard  today. 
Glottal  articulation  is  a  rapid  spasm  of  the  muscles  controlling  the  larynx,  causing 
the  glottis  to  open  and  close  in  a  rapid  oscillation  -  similar  to  coughing  or  laughing 
but  less  violent.  The  difference  lies  in  that,  in  singing,  it  closes  only  partly,  for  it  is 
kept  ajar  by  steady  breath  pressure;  the  increase  in  breath  pressure  necessary  to  cause 
oscillation  can  come  only  from  controlled  diaphragmatic  support.  The  contention  of 
some  modern  teachers  that  Baroque  singing  is  unsupported  arises  partly  from  their 
having  heard  such  expressions  as  'singing  in  the  throat',  'beating  in  the  throat'  and 
similar  descriptions  by  contemporary  writers  to  explain  the  performance  of  the  trillo 
or  other  rapid  ornaments;  articulation  in  the  throat  has  nothing  to  do  with  the 
modern  'singing  in  the  throat',  which  refers  to  faulty  production  (the  so-called 
'raised  larynx  syndrome').  Further,  some  scholars  have  misleadingly  described  the 
trillo  as  'controlled  vibrato';  but  since  the  technique  of  glottal  articulation  serves 
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equally  well  for  the  execution  of  rapid  passaggi,  it  is  likely  it  was  used  for  both.  I 
have  demonstrated  to  my  own  satisfaction  that  this  can  be  a  convincing  way  of 
performing  these  very  demanding  gorghe  and  it  would  be  difficult  to  imagine  how 
one  could  perform  passaggi  with  an  articulation  produced  by  'controlled  vibrato'!6 

Most  treatises  make  it  clear  that,  at  least  in  the  Florentine  style,  rapid  vocal 
articulation  was  executed  from  the  throat.  But  not  everyone  liked  it;  in  the  18th 
century,  when  the  trillo  had  fallen  into  disuse,  it  was  referred  to  as  the  'goat's  trill' 
(Bockstriller).  Singers  probably  no  longer  commanded  this  technique;  and  when  P. 
F.  Tosi  likened  some  singers'  shakes  to  the  'quivering  of  a  goat'  in  his  Opinioni  de 
cantori  antichi  e  moderni  (1723),  he  no  doubt  had  them  in  mind.  By  this  time  the 
glottal  articulation  of  early  Baroque  music  could  no  longer  be  used  because  the 
music  was  heavier,  the  accompanying  instruments  more  robust,  and  singers  would 
have  been  instinctively  aware  that  they  needed  a  different  technique,  particularly 
for  fast  passages.  Yet  in  the  16th-  and  17th-century  treatises,  it  is  clear  enough  what 
they  meant  with  so  many  references  to  the  throat:  gorga,  gorgia,  gorgheggiare.  Caccini 
was  quite  unambiguous  on  this:  're-strike  each  note  with  the  throat  on  the  vowel  a'. 

Antonio  Brunclli  wrote  in  his  Vari  esercitii  (published  in  Florence  in  161 4)  that 
'quavers  should  be  sung  dotted,  and  beaten  with  the  throat,  not  with  the  mouth  as 
many  do';7  he  went  on  to  say  that,  because  of  their  speed,  semiquavers  were  not 
sung  dotted,  'but  one  should  beat  them  with  the  throat  distinctly  one  upon  the 
other  in  order  that  the  passage  becomes  convincing'.  Brunclli  was  very  insistent  on 
this:  'the  whole  basis  of  the  placing  of  the  voice  [disposizione]  consists  in  this  beating 
in  the  throat,  and  to  this  the  attention  should  be  drawn  of  beginners  setting 
themselves  to  study'.  Nearly  all  the  Italian  diminution  treatises  (beginning  with  that 
of  G.  B.  Bovicclli  in  1594)  agree  on  the  execution  of  the  trillo  as  a  throat  articulation, 
and  all  emphasize  the  necessity  of  the  notes  being  clearly  separated  (spiccate  bene). 

Most  monodies  were  written  for  high  voices,  tenors  or  sopranos.  The  clefs  were 
chosen  essentially  to  keep  the  extremes  of  the  range  as  nearly  as  possible  within  the 
staff  and  to  avoid  ledger  lines,  and  it  is  a  mistake  to  interpret  them  as  an  indication 
of  stereotype  of  voice  or  sex.  Sopranos,  male  or  female,  were  accustomed  to  singing 
the  entreaties  of  a  man  to  his  mistress,  or  vice  versa,  and  tenors  would  sing  a 
sighing  young  virgin's  lament,  all  with  no  sense  of  incongruity.  In  1607  Bartolomeo 
Barbarino  ('II  Pesarino')  wrote  in  the  preface  to  his  second  collection  of  madrigals 
that  they  'may  be  sung  by  a  tenor  at  the  octave  below,  which  is  the  appropriate  one 
for  singing  to  the  chitarronc  or  theorbo,  but  to  accommodate  those  who  play  the 
harpsichord,  and  particularly  for  the  ladies,  it  occurred  to  me  to  put  them  in  the 
[soprano]  clef. 

Countless  solo  motets  arc  written  in  the  soprano  clef,  very  few  in  the  tenor,  and 
many  in  the  soprano  are  headed  'soprano  0  tenore'  or  'cantus  vel  tenor';  octave 
transposition  was  even  more  common  in  church  music  than  in  secular.  The  pieces 
in  Giovanni  Legrenzi's  collection  of  1676  are  mostly  in  the  soprano  clef  but  marked 
'for  soprano  or  tenor'.  Tenors  were  more  used  to  transposing  from  the  soprano  clef 
than  vice  versa,  since  they  would  have  learnt  the  soprano  clef  as  boy  trebles.  They 
may  have  been  having  a  thin  time  at  the  opera  in  the  1670s,  but  they  still  sang 
regularly  in  the  churches  and  oratories  and  at  the  concerts  of  the  many  accademie, 
which  provided  an  opportunity  for  composers  and  singers  to  display  their  talents 
before  a  particularly  discerning  audience.  The  17th  century  saw  an  increasing 
tendency  towards  the  use  of  higher  voices  and  the  further  separation  of  voice  from 
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bass  line.  This  became  the  rage  when  the  castrato  voice  was  added  to  those  singing 
the  upper  lines.  In  the  operas  of  the  later  part  of  the  century,  the  tenors  were  often 
relegated  to  lesser  roles  -  old  men  or  soldiers  -  and  to  comic  or  travesti  roles  such 
as  nurses  and  female  servants. 

If  the  most  important  change  in  vocal  practice  during  the  16th  century  had  been 
the  addition  of  women,  the  most  important  in  the  17th  was  the  emergence  and  the 
rise  to  dominance  of  the  castrato.  Although  it  was  in  church  music  -  where  they 
had  gradually  replaced  the  falsettists  from  the  1 580s  and  90s  -  that  the  castratos 
first  appeared,  they  were  quick  to  take  advantage  of  the  vogue  for  opera.  They  joined 
forces  with  the  virtuoso  singers  of  Ferrara,  Mantua,  Florence,  and  Rome  in  the  new 
art  form  and  sang  in  such  works  as  Peri's  L'Euridice  (1600)  and  Monteverdi's 
L'Orfeo  (1607).  In  the  Papal  states,  where  women  were  forbidden  to  appear  on 
stage,  female  roles  were  sung  by  boys  or  castratos.  The  main  roles,  however,  at  least 
in  the  first  decades  of  the  17th  century,  were  taken  by  tenors  and  female  sopranos, 
notably  Francesco  Rasi,  almost  certainly  Monteverdi's  first  Orpheus,  and  Vittoria 
Archilei,  Peri's  Eurydice.  Archilei  must  have  been  a  wonderful  singer,  for  so  many 
people  heaped  praise  on  her:  in  his  preface  to  L'Euridice,  Peri  dubbed  her  'the 
Euterpe  of  our  age',  adding  that  she  had  always  found  his  music  worthy  of  her  art 
and  had  adorned  it  not  just  with  gruppi  and  lunghi  giri  of  the  voice  but  also  with 
'those  graceful  and  light  embellishments  that  cannot  be  written  down  or  learned 
from  books'.  Sigismondo  d'India  enthused  just  as  fervently  in  his  Musiche  (1609), 
praising  her  excellence  and  her  intelligence. 

Rasi  also  achieved  great  fame.  He  composed  his  own  book  of  secular  songs  or 
monodies  (Vaghezze  di  music  a,  1608),  which  contain  some  remarkable  passaggi  and 
written-out  embellishments  very  similar  in  style  to  those  in  'Possente  spirto'.  There 
the  embellished  version,  printed  above  the  simple  one,  may  well  show  Rasi's  own 
hand;  Monteverdi  could  have  allowed  Rasi  to  sing  his  own  ornaments  and  then 
liked  them  enough  to  have  them  printed  in  the  score  (though  the  lack  of  acknowledg- 
ment may  argue  against  this).  That  so  accomplished  a  virtuoso  was  in  demand  as  a 
madrigal  singer  points  to  the  slender  division  between  soloist  and  ensemble  singer. 
The  bass  Melchior  Palantrotti,  who  also  sang  in  L'Euridice  (as  Pluto),  had  previously 
been  involved  at  Ferrara  with  the  music  of  the  Este  court  and  the  concerto  delle 
donne.  But  the  bass  voice  was  little  in  demand  compared  with  the  tenor  or  the 
soprano.  Caccini,  with  a  tenor's  natural  prejudice,  wrote  that  'the  bass  register  is 
less  capable  than  the  tenor  of  exciting  the  emotions'. 

Italian  singers  also  had  opportunities  to  perform  at  the  accademie  -  evening 
concerts  at  the  literary  academies  or  at  noblemen's  palaces.  It  was  at  such  gatherings 
that  Italian  cantatas  were  most  performed.  Singers  could  use  a  more  refined  manner 
than  they  did  in  the  opera  house  and  composers  generally  wrote  subtler  music  in 
cantatas  than  in  operas,  where  an  eve  had  to  be  kept  open  for  popular  appeal  and 
commercial  success;  the  cantata  also  provided  an  opportunity  for  the  tenor,  frustrated 
by  the  lack  of  grand  operatic  roles.  The  vast  majority  of  surviving  17th-  and  18th- 
century  cantatas  remain  in  manuscript.  Ninety  percent  of  these  are  notated  in  the 
soprano  or  treble  clefs,  but  there  is  every  reason  to  suppose  that  Barbarino's  remarks 
a  century  earlier  about  octave  transpositions  still  held  good.  This  is  corroborated 
by  Michel  Correttc's  statement  (Le  parfait  maitre  a  chanter,  1758)  that  a  continuo 
piayer  should  adjust  the  bass  notes  as  necessary  when  accompanying  a  tenor  in  the 
soprano  clef  at  the  lower  octave. 
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During  this  period,  Italy  -  and  Italian  singers  and  musicians  -  reigned  supreme. 
Foreigners  arrived  to  marvel  at  the  architectural  and  artistic  splendours  of  the 
Renaissance  and  the  virtuoso  singers  and  instrumentalists  of  the  day.  Visiting  Rome 

in  1639,  Andre  Maugars  remarked  in  a  letter  (Response  ...  sur  le  sentiment  de  la 
musique  d'ltalie)  on  the  lack  of  bass  singers  there: 

There  arc  many  castratos  for  the  treble  and  alto  [parts]  with  extremely  beautiful  natural 
tenor  voices,  but  few  deep  bass  voices.  They  are  all  very  assured  in  their  parts,  and  sing 
at  sight  the  most  difficult  music.  Moreover  they  are  almost  all  born  actors,  which  is  why  they 

succeed  so  perfectly  in  their  comedies  musicales  They  have  various  voice  modulations 

[passaggi}  -  or  a  reference  to  a  Frenchman's  perception  of  the  castratos?]  which  we  do  not 
have  ....  They  perform  the  coloratura  with  more  coarseness  [rudesse],  but  arc  beginning 
to  improve. 

Young  singers,  as  well  as  instrumentalists  and  composers,  went  to  Italy  to  study, 
armed  with  stipends  from  patrons  eager  to  import  the  Italian  style  to  their  courts. 

In  France,  the  solo  songs  incorporated  in  the  ballets  de  cour  -  the  airs  de  cour  - 
were  successful  as  a  genre  on  their  own.  Forty-three  books  of  airs  de  cour  were 
printed  between  1608  and  1643  with  songs  by  the  most  famous  composers  of  Louis 
XIII's  court:  Pierre  Guedron,  Antoine  de  Boesset,  Gabriel  Bataille  (himself  the 
publisher  of  a  song  series)  and  Etienne  Moulinie.  They  were  characterized  by  great 
rhythmic  freedom;  the  almost  complete  absence  of  bar-lines  encouraged  the  flow  of 
the  melodic  line,  and  this  led  to  a  natural  closeness  to  the  spoken  word  which  had 
been  notably  lacking  in  all  the  theoretical  attempts  to  'unlock  the  secrets  of  Greek 
music'8  by  the  Pleiade  and  later  the  Academie  de  Poesie  et  de  Musique  founded  by 
Baif  and  Courville. 

One  of  the  great  singers  of  airs  de  cour  was  Pierre  de  Nyert,  a  French  nobleman, 
singer  and  teacher.  He  visited  Rome  in  1633  and  two  years  later  brought  the  Italian 
style  back  to  Paris  where  he  became  a  valet  de  chambre  to  the  king.  He  soon  achieved 
a  profound  influence  on  the  court  and  on  musicians  such  as  Michel  Lambert  and 
Benigne  de  Bacilly,  who  published  an  important  treatise  on  singing  in  1668.  Both 
studied  with  Nyert,  who  taught  them  an  Italian  concern  for  clear  pronunciation  and 
declamation.  He  claimed  that  the  diminutions  about  which  he  had  learnt  in  Italy 
should  be  kept  for  the  second  and  subsequent  verses  of  an  air  and  should  be  closely 
related  to  the  meaning  and  structure  of  the  poetry.  This  last  injunction  may  have 
been  in  spite  of,  rather  than  in  imitation  of,  Italian  practices:  Italian  monody  is  full 
of  passaggi  and  other  embellishments  that  take  little  account  of  the  suitability  of  the 
words.  Nyert  was  probably  heeding  the  warnings  of  such  Italians  as  Caccini  and 
Bardi  who  had  complained  bitterly  about  such  malpractices.  Fortunately,  Mersenne 
included  an  example  of  French  decoration  (broderies)  in  his  Harmonie  Universale 
(1636-7):  Antoine  de  Boesset's  air  'N'esperez  plus  mes  yeux'  is  shown  (overleaf) 
with  three  different  ornamented  versions,  one  by  Boesset  himself,  the  others  by 
Bacilly  and  Moulinie. 

By  the  death  of  Louis  XIII  in  1643,  French  reactions  to  the  Italian  style  and 
Italian  singers  were  beginning  to  take  a  negative  turn.  French  ornamentation  was 
more  regulated  than  Italian,  attempting  to  stay  closer  to  the  rules  of  art  of  the  ancient 
Greeks.  Music  was  a  vehicle  for  delicate  sentiment  and  gently  flowing  decoration, 
not  for  what  some  Frenchmen  had  called  the  unbridled  passions  and  'violent 
convulsions'  of  Italian  singers.  This  negative  reaction  seems  to  have  been  directed 
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Ex.  i 

Antoine  de  Boesset:  'N'esperez  plus,  mcs  ycux'  with  diminutions 


Boesset 


I. ti  e    -     spe  -    ret        plus,    mes  yeux,  De     re  -  voir 

Moulinie 


2.  Les  pleurs  iTontplus      de  lieu  Dans   le         coeur  de 


-  /  .    i  gjj  «j    I    AH  i  j  i  Jffl/r  i  s  8  i  rjj-^ 

2.  Les  pleurs    n'onl       plus  de  lieu  Dans  Ic  coeur  de 

Boesset  #  .  k 

2.Lespleurs      n'ont  plus  de  lieu  Dana  le  coeur  de 

Moulinie 


py7«  ■  i  i 

 f~-f~.         ...  .].f   

•  

  *  *a 

*- 

,  , 

 ■ 

r   M  T        1'  — 

N'e     -      api    -    rez  plus        mcs  ycux  Dc  rc  -   voir         cn  ces 


to  * 

feu  me      de  -  vo  re . 


lieux 


beau-te,    la    beau     -      te  que     J 'a 


do 


re. 


more  against  the  opera  singers  than  the  subtle  and  restrained  practitioners  of  airs 
de  cour.  In  any  event,  there  was  massive  and  persistent  opposition  to  the  castrato 
voice;  the  French  castrato  Blaise  Berthod  may  have  enjoyed  royal  patronage,  but  he 
also  had  to  endure  merciless  lampooning  and  satirical  jibes  from  courtiers  and  the 
press.  The  reason  for  French  antipathy  to  the  castratos  has  often  been  a  matter  of 


358 


Copyrighted  material 


Voices 


j'fr'  •■     M  l  ■    J.    J1  I  »■  — U  -f-f — I 

Le     Ciel        ja  -  loux  de        mon      bon  -  heur.  A  ra- vy 


11.  P          1  =~r-  1         .hi  k— h- 

1  1     - .  *  1 

a 

HH  -       p  if  *\  .   1  "  (SH'«.  J1-^  i"    .  -^--U=l 

Le      Ciel         ja  -  loux                            dc-        mon          bon  -  heur                 A  ra-vy 
IT.'                ^  -    1                              1    h                    k  "1   fcfM-l   h  N-H-^— 1 

Le       Ciel         ja  -  loux                           dc    mon            bon  -  hcur      A              ra     -  vy 

J  S3  ii. « — # — ,  ,     ^  i  i  h  »>  -  s  fc  - —  -n-~n  .  i 

hhz — w  Lf  1           1    1  ^ — v  *•  J'i  d'        i     *    u  y  1 

Le       Ciel                     ja-  loux                  de   mon                bon  -  heur                 A       ra-vy  ma 

3  3 
1  .  »            ft.   r— r  -r»  k     H""^  *  1  1  =~m,  +=* 

La     Ciel  ja -loux  de     mon  bon  -  heur  A  ra-vy  ma 


M**^r   ;  ir  1    i    'i      M  r  r 

Le      Ciel         ja  -  loux  de         mon       bon  -  heur.  A  ra-vy 


ma       nais  -  san    -    te  Au    -  ro 


re 


Par 


ri  -   gucur.  -gueur. 


conjecture,  and  it  has  been  suggested,  possibly  jocularly,  that  the  difference  between 
the  Italian  and  the  French  temperaments  can  be  epitomized  by  their  respective 
attitudes  towards  castratos:  when  a  Frenchman  hears  a  grown  man  singing  in  the 
voice  of  a  woman,  he  is  discomfited  and  embarrassed,  feeling  that  his  own  virility 
is  somehow  threatened;  the  Italian  thanks  God  that  he  has  been  spared  this  horrible 
mutilation  and  settles  down  to  enjoy  the  sound  of  high  voices,  which  Italians  have 
always  loved. 

The  resistance  of  the  French  to  'violent'  Italian  singing  existed  from  the  begin- 
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ning.  Guedron's  attempts  to  introduce  a  more  declamatory  element  and  greater 
emotional  intensity  into  the  airs  de  cour  had  met  with  resistance,  and  French  singers 
returning  from  Italy  and  attempting  to  sing  (and  act)  in  the  new  style  were  ridiculed. 
When,  on  Cardinal  Mazarin's  invitation,  Leonora  Baroni  arrived  from  Rome  in 
1644,  some  commented  on  the  coarseness  (rudesse)  of  her  voice.  But  while  more 
criticism  of  the  singers'  'violence'  and  'convulsions'  followed  the  1647  Paris  per- 
formances of  Luigi  Rossi'  Orfeo,  most  observers  were  impressed  by  the  beauty  of 
the  singing  and  the  richness  of  Rossi's  harmonic  language.  Lully  exploited  the 
differences  between  the  Italian  and  French  vocal  styles,  for  example  in  the  Ballet 
de  la  raillerie  (1659),  where  he  included  a  humorous  dialogue  in  which  French  Music 
accuses  Italian  Music  of  'taking  too  much  liberty  in  your  singing,  making  it,  on 
occasion,  extravagant',  to  which  Italian  Music  replies,  'You,  by  your  languishing 
tones,  cry  more  than  you  sing'.  Lully's  adoption  of  a  rhetorical  theatrical  style  -  to 
create  in  tragedie  lyrique  a  musical  reflection  of  Racine  -  meant  that  he  preferred 
actors  who  could  sing,  rather  than  the  reverse. 

In  France  the  royal  printer  Ballard  issued  monthly  collections  of  airs  de  cour  from 
1608  onwards  to  which  amateurs,  ladies  among  them,  and  professionals  contributed. 
They  were  performed  at  the  homes  of  musicians  and  the  nobility,  as  well  as  at  court 
(where  Louis  XIII  both  sang  and  composed  them).  Music-making  seems  to  have 
been  confined  to  the  court  and  the  Parisian  salons  and  did  not  spread  to  the 
provincial  chateaux  to  the  extent  that  it  did  in  the  country  houses  of  England  or  the 
small  courts  of  Germany.  Whereas  in  Italy  opera  made  a  rapid  descent  from  its 
inception  at  the  Medici  and  Gonzaga  courts  to  the  popular  level  of  the  Venetian 
street  trader  and  gondolier,  in  France  no  such  popularization  took  place,  neither 
then  nor  at  any  point  until  the  Revolution.  Singers  often  accompanied  themselves 
on  the  lute,  a  practice  that  survived  much  longer  in  France  than  in  Italy.  French 
singing  was  more  languid,  slower  and  less  brilliant  than  the  Italian,  with  the 
appoggiatura  (or  port  de  VOtx)  gaining  early  popularity. 

By  the  middle  of  the  17th  century  the  French  had  begun  to  codify  their  rules  for 
performing  vocal  music.  Benigne  de  Bacilly  published  his  exhaustive  Remarques 
curieuses  sur  Part  de  bien  chanter  in  1668.  Some  of  his  remarks  are  curious  indeed, 
but  he  provides  us  with  a  long  list  of  the  agrements  used  in  mid- 17th-century 
France  -  invaluable,  since  other  treatises  and  singing  methods  are  few  at  this  time. 
Many  of  Bacilly's  music  examples  come  from  the  songs  of  Michel  Lambert,  which, 
typical  of  the  mid-century  French  style,  are  best  accompanied  by  harpsichord  or 
theorbo,  since  by  this  time  the  accompaniments  are  simply  basso  continuo,  the  lute 
tablature  accompaniments  having  died  out. 

Lambert  employed  writtcn-out  embellishments  {doubles)  to  a  second  or  third 
strophe;  these  remain  at  the  same  level  of  complexity  throughout,  lacking  the 
concluding  climax  characteristic  of  Italian  music.  The  recitative  style  was  slow  to 
develop  in  France,  largely  because  of  the  nature  of  the  French  language  and  the 
French  preoccupation  with  vers  mesure  and  the  quantities  (as  opposed  to  metrical 
schemes)  that  distinguished  French  verse. 

In  his  tragedie  lyrique  recitative,  Lully  adhered  strictly  to  the  poetic  rhythms  of 
Philippe  Quinault's  Alexandrine  verse.  He  repeatedly  went  to  hear  the  tragic  theatre 
recitations  of  Mme  Champesle  (Racine's  mistress)  in  order  to  imitate  her  manner 
and  to  reflect  the  constantly  changing  metre  of  the  verse  in  the  alternation  of  time 
signatures.  Embellishment  by  the  singers  was  not  tolerated. 
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Throughout  the  17th  century  Italian  singers  travelled  widely  in  Europe  -  to 
Spain  and  Portugal,  the  Netherlands,  Britain  and  Scandinavia  as  well  as  France  and 
the  German-speaking  lands  -  popularizing  their  music  and  style  of  singing  wherever 
they  went.  Caccini  visited  the  French  court  in  Paris  in  1604  5.  John  Dowland  had 
probably  heard  Caccini  perform  at  the  xMcdici  court  in  Florence  in  1595  and  was 
himself  influenced  by  Le  nuove  musiche,  which  was  sufficiently  well  known  for  John 
Dowland's  brother  Robert  to  include  two  of  its  songs  in  his  1610  song  collection  A 
Musical!  Banquet.  This  contained  music  by  John  and  continental  composers  whose 
fame  had  reached  these  shores,  such  as  Caccini  or  the  Frenchman  Charles  Tessier. 

English  musicians  assimilated  the  Italian  manner  more  easily;  they  were  quicker 
than  the  French  to  admire  and  imitate  it.  Travellers  such  as  Thomas  Coryate,  who 
recorded  his  journey  through  the  Low  Countries,  France  and  Italy  in  Coryate's 
Crudities  (1608),  returned  full  of  enthusiasm  for  the  new  music.  Another  was 
Nicholas  Lanier  who  went  to  Italy  on  King  Charles  Fs  behalf  to  acquire  paintings, 
and  wrote  an  early  English  monody  in  the  stile  recitativo,  Hero  and  Leander  (c  1628). 
The  English  language,  with  its  smooth  flow,  makes  a  strange  bedfellow  for  the 
Italian  recitative  style,  with  its  clearly  defined  articulation  and  accentuation.9  One 
reason  why  native  opera  never  really  developed  is  that  English  does  not  need  to  be 
sung  to  achieve  its  most  expressive  effect. 

English  solo  vocal  music  developed  its  own  style  in  a  rhythmically  varied  and 
emphatic  kind  of  arioso,  a  true  English  compromise  between  recitative  and  aria. 
Henry  Lawes,  perhaps  this  style's  greatest  exponent  before  the  Restoration,  was 
intent  on  setting  English  words  in  a  natural  way  rather  than  in  imitating  the  Italians. 
Indeed,  in  the  preface  to  his  Ayres  and  Dialogues  (1653),  he  was  scathing  about  the 
pervasive  Italian  influence  and  even  set  the  table  of  contents  of  an  Italian  song- 
book10  to  music  to  illustrate  how  slavishly  the  English  would  listen  to  anything  in 
Italian  without  understanding  the  words.  But  English  singers  did  manage  to  adopt 
the  Italian  manner  of  adding  passaggi  and  divisions. 

Between  the  Elizabethan  song  composers  and  the  Commonwealth  period  there 
appeared  a  genre  generally  known  as  'florid  song'.  One  of  its  best  sources  is  Giles 
Earle's  songbook  of  1615,  which  contains  this  singer's  handwritten  versions  of  many 
popular  songs,  often  quite  heavily  embellished  -  a  good  example  of  what  a  singer 
would  have  done  with  the  basic  printed  text  in  performance.  (It  shows  that  English 
singers  could  not  have  been  that  far  behind  their  Italian  counterparts,  at  least  in 
agility;  these  embellishments  are  often  intricate  and  difficult  to  perform.)  Generally, 
however,  English  singers  seem  to  have  been  content  with  a  simpler,  sweeter  type  of 
melody  in  the  first  half  of  the  17th  century.  This  may  have  something  to  do  with 
the  amateur  tradition  and,  to  some  degree,  with  French  influence. 

English  singers  had  difficulty  with  Italian  affective  ornaments;  the  throat  articu- 
lation technique,  so  useful  in  Italian  music,  is  less  successful  with  the  runs  in  English 
florid  song.  The  trillo  was  first  described  in  print  in  English  in  an  anonymous 
translation  of  Caccini's  preface,  published  in  John  Playford's  A  Breefe  Introduction 
to  the  Skill  of  Music  (1654)  -  claimed  to  be  a  discourse  by  an  English  gentleman 
returned  from  Italy,  but  is  in  fact  a  straight  translation  of  Caccini  with  some 
omissions. 

Playford  himself  provided  some  illuminating  footnotes;  referring  to  the  trillo,  he 
averred  that  some  English  singers  'beat  or  shaked  with  their  finger  upon  their  throat' 
to  attain  it.  He  also  said  that  the  best  way  to  learn  to  perform  it  is  by  means  of  a 
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six-note  scale  up  and  down  (a  method  I  have  found  very  effective  in  teaching  the 
technique).  Playford  also  quotes  a  'gentleman  at  a  musical  practice'  who  claimed 
that  he  had  learnt  to  sing  the  trillo  by  imitating  'that  breaking  of  a  sound  in  the 
throat  which  men  use  when  they  lure  their  hawks,  as  he-he-he-he-he;  which  he  used 
slow  at  first  and  after  more  swift  on  several  notes  higher  and  lower  in  sound,  till  he 
became  perfect  therein'. 

The  use  of  tone  with  vibrato  and  'straight'  tone  have  always  coexisted,  though 
different  musical  cultures  and  fashions  have  tended  to  favour  one  over  the  other. 
Since  most  16th-  and  17th-century  solo  singers  also  sang  in  ensembles  for  madrigals, 
they  employed  vibrato  affectively  rather  than  as  a  regular  component  of  their  voices. 
The  church  singers  were  accustomed  to  singing  with  boys  and  falsettists,  who  used 
very  little.  Probably,  vibrato  gradually  increased  as  solo  singing  grew  in  popularity 
and  women  began  to  take  part  in  music-making  with  men  in  the  'new  music',  with 
its  emotional  effects  and  the  deliberate  introduction  of  the  'passions'.  There  too  we 
should  assume  that  vibrato  was  more  of  an  ornament,  used  to  enhance  emotional 
effects,  rather  than  a  perpetual  quality  equally  intense  throughout  a  piece. 

Another  important  difference  between  English  and  Italian  practices  was  that  in 
England  the  falsettists  (or  altos)  continued  to  sing  in  church  choirs  and  were  not 
supplanted  by  castratos.  Castratos  were  rarely  heard  in  England  until  the  early  18th 
century,  and  when  they  did  come  it  was  mainly  as  operatic  stars  such  as  Bernacchi, 
Nicolini,  Sencsino  and  Farinclli  (sec  Plates  21,  22  and  23).  In  the  Anglican  tradition, 
the  alto  remained  principally  a  choral  voice.  Purcell  wrote  a  great  deal  for  the  alto 
voice  which  he  sometimes  referred  to  as  a  'high  contra  tenor';  he  was  an  alto  himself. 
There  has  been  disagreement  about  what  kind  of  voice  this  actually  was.  Since 
chamber  pitch  in  England  was  very  low,  probably  below  a '  =  400,  as  in  France,  it 
is  more  likely  that  Purcell's  solo  alto  parts  were  written  for  a  high  tenor  (such  as 
later  became  common  in  France,  the  'haute-contre').  The  low  tessitura  of  such  lines 
becomes  almost  ridiculously  so  at  a  pitch  nearly  two  semitones  below  modern  concert 
pitch.  The  Purcellian  alto  seems  more  likely  to  have  been  a  high,  light  tenor  making 
use  of  the  voix  mixte  -  a  combination  of  chest  and  head  registers.  The  virtuoso  solo 
bass  makes  a  reappearance  in  Purcell's  music,  in  the  form  of  the  Rev.  John  Gostling 
who  like  the  solo  Italian  basses  of  the  early  Baroque  combined  an  enormous  range 
(two  and  a  half  octaves)  with  great  agility. 

In  Germany  the  new  Italian  manner  had  been  introduced  by  such  composers  as 
Hcinrich  Schiitz,  who  absorbed  the  new  influences  into  the  German  tradition  in  a 
highly  sophisticated  way.  Schiitz  was  particularly  successful  at  setting  the  German 
language  in  the  Italian  declamatory  style.  German  was  more  easily  adapted  to  the 
new  style  than  was  English  or  French,  though  native  singers  seem  to  have  had  as 
many  problems  as  their  English  counterparts  with  the  new  affective  ornaments,  to 
judge  from  Christoph  Bernhard's  treatise,  Von  der  Singe-Kunst. 

After  the  ravages  of  the  Thirty  Years  War,  German  princelings  sought  to  revitalize 
court  life  by  imitating  the  splendours  of  Versailles,  in  particular  aspects  of  spectacle 
and  standards  of  instrumental  playing.  But  while  importing  French  as  well  as  Italian 
instrumentalists,  they  continued  to  hire  only  Italian  singers  to  augment  native  forces. 
Many  German  princes,  eager  to  have  Italian  opera  at  their  courts,  had  a  predilection 
for  castrato  singers.  Germany  and  Austria  were  the  only  countries  besides  Italy  and 
Spain  where  castration  was  perpetrated. 

The  Lutheran  Church  maintained  a  strong  conservative  tradition  and  a  stubborn 
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opposition  to  change  throughout  the  Baroque  era,  as  J.  S.  Bach  found  out  more 
than  once.  Until  the  mid  1 8th  century,  Lutheran  choirs  remained  exclusively  male, 
with  boys  and  youths  singing  the  upper  parts.  Castratos  were  forbidden,  so  church 
musicians  were  forced  to  use  boys  even  when  they  were  inadequate  to  the  task. 
Puberty  was  late  compared  with  modern  times:  there  arc  instances  of  18-  and  19- 
year-olds  still  singing  treble.  Church  archives  show  that  some  youthful  singers 
would  appear  again  and  again  on  their  registers,  sometimes  even  reverting  to  the 
higher  voices  after  singing  tenor  or  bass.  Clearly  the  local  manner  of  singing  allowed 
this;  one  can  only  surmise  that  these  changes  of  voice  level  by  pubescent  singers 
must  have  been  achieved  through  the  extensive  use  of  falsetto  and  head  voice.  Even 
in  modern  times,  tenor  Evangelist  parts  in  Passion  music  -  so  central  to  the  Lutheran 
tradition  -  require  a  judicious  amount  of  head  and  mixed  voice.  In  his  important 
manual  Der  vollkommene  Capellmeister  (1739),  Johann  Mattheson  advocated  the 
replacement  of  boys'  voices  with  those  of  women:  'In  the  beginning  I  was  required 
to  place  [the  women]  so  that  no  one  could  sec  them;  ultimately,  however,  no  one 
could  hear  or  see  enough  of  them'. 

During  the  early  years  of  the  18th  century,  the  influence  of  Italian  opera  was 
spreading  across  the  whole  of  Europe:  itinerant  Italian  singers  were  flocking  across 
the  Alps,  to  the  East,  West  and  North,  armed  with  arte  di  baule  -  arias  in  their 
luggage  which  they  sang  whenev  er  those  of  the  composer  did  not  suit  them.  Only 
in  France  did  the  invasion  meet  with  serious  resistance.  The  popularization  of  music 
that  Italian  opera  brought  in  its  wake  also  brought  with  it  a  less  refined  public  than 
the  courtiers  who  had  listened  to  music  in  their  palaces  and  castles.  The  public  in 
the  Venetian  opera  pits  were  a  rabble,  and  there  are  accounts  of  troublemakers  being 
ejected  and  even  beaten  up  by  the  local  equivalent  of  'bouncers'."  Elegance  and 
refinement,  subtlety  and  intelligence  were  less  exciting  than  brilliant  fast  runs,  high 
notes,  vast  leaps  and  v  irtuoso  vocal  athletics. 

Vocal  embellishment  became  very  much  influenced  by  instrumental  styles  and 
particularly  by  violin  music.  The  singer  Faustina  Bordoni  was  famous  for  her  agility, 
as  is  borne  out  in  the  many  arias  her  husband,  Johann  Adolf  Hassc,  composed  for 

Ex.2 

J.  A.  Hasse:  'Digli  ch'io  son  fedelc',  Cleojide  ( 1 73 1 ),  Act  II 
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her;  Francesca  Cuzzoni  excelled  in  cantabile  and  the  pathetic.  Embellishment  came 
to  encompass  much  wider  vocal  ranges  and  greater  use  of  the  appoggiatura  and  the 
trill  (shake),  as  well  as  the  instrumental  arpeggio.  Indeed,  heavily  ornamented 
singing  went  on  well  into  the  19th  century. 

As  the  ranges  of  instruments  increased,  so  did  the  ranges  of  singers.  Tenors  and 
sopranos  seldom  sang  above  G  or  A  in  their  respective  octaves  in  the  early  Baroque; 
by  the  early  18th  century  sopranos  sometimes  ventured  up  to  c"\  though  the  tenors 
seldom  went  above  a'.12  One  reason  for  the  advance  of  high  notes  concerned  the 
comparative  acoustics  of  opera  house  and  palace  rooms:  in  a  larger  building,  with 
the  greater  absorbency  of  its  plush,  furnishings,  low  notes  would  carry  far  less  well 
than  in  a  marble-floored,  comparatively  empty  room  in  a  courtly  palace.  As  theatres 
and  theatre  orchestras  grew  larger,  singers  had  to  adapt  in  order  to  be  heard;  and 
the  higher  they  sang,  the  better  they  were  heard. 

The  castratos  were  the  highest  paid  of  the  singers  -  in  fact  the  highest  paid  of  all 
musicians,  earning  far  more  than  the  composer:  in  Italy,  a  leading  castrato  could 
command  ten  times  the  composer's  fee  and  sometimes  even  more,  while  in  London 
the  castrato  CarTarelli  was  paid  1000  guineas  (plus  a  further  150  travelling  expenses) 
for  a  season  -  equal  to  the  amount  Handel  was  paid  to  compose  and  direct  the 
operas  in  which  he  sang.  This  was  understandable:  it  was  the  castrato  (and  the 
soprano)  who  drew  the  audiences  to  the  public  opera  houses,  while  the  composer 
remained  a  secondary  figure,  rarely  even  mentioned  on  the  handbills. 

One  of  the  most  important  features  of  1 8th-century  singing  was  the  cadenza.  The 
word,  meaning  an  elaborated  cadence,  originally  referred  to  the  small  notes  with 
which  the  singer  decorated  the  penultimate  long  note  of  a  piece.  During  the  18th 
century  this  came  to  mean  a  much  longer  and  more  elaborate  series  of  decorations, 
scale  passages,  arpeggios,  messe  di  voce  effects  and  the  like,  which  a  singer  generally 
kept  for  the  final  cadence  in  an  aria.  Tosi  reported  that  singers  often  sang  three  or 
more  cadenzas  during  an  aria  but  said  that  they  should  sing  only  one,  at  the  end. 
Giambattista  Mancini  later  wrote  {Rifle ssioni  prat ic he  sul  canto  flgurato,  1774),  that 
an  aria  without  a  cadenza  was  unsatisfactory  and  'languid'. 

Some  teachers  ruled  that  singers  should  not  attempt  a  cadenza  longer  than  could 
be  sung  in  one  breath;  others  said  that  its  range  should  not  greatly  exceed  that  of 
the  written  notes  of  the  aria  and  should  consist  of  passages  derived  directly  from 
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the  music.  By  the  mid  18th  century,  however,  singers  were  disregarding  these  rules, 
and  continued  to  do  so  into  the  19th;  the  longest  known  vocal  cadenza,  performed 
by  Gaetano  Crivelli  at  La  Scala  in  18 15,  is  supposed  to  have  lasted  over  25  minutes. 
Tosi,  writing  in  1723,  after  a  long  career  as  a  (castrato)  singer,  deplored  the  habits 
of  the  modern  singers  as  regards  cadenzas:  'The  presumption  of  some  singers  is  not 
to  be  borne  with,  who  expect  that  a  whole  Orchestra  should  stop  in  the  midst  of  a 
well  regulated  Movement,  to  wait  for  their  illgrounded  Caprices,  learned  by  Heart, 
carried  from  one  Theatre  to  another  and  perhaps  stolen  from  some  applauded  female 
singer.' 

The  degree  of  vocal  ornamentation  encouraged,  permitted,  tolerated  or  abhorred 
varied  greatly  during  the  Baroque  era,  as  tastes  and  fashions  changed  and  national 
and  individual  styles  emerged,  separated  and  then  coalesced.  The  pendulum-like 
swings  between  simplicity  and  complexity,  between  rigour  and  excess,  have  always 
been  a  part  of  musical,  as  of  all  human,  activities.  To  a  performer  of  this  music, 
three  centuries  later,  it  is  a  constant  challenge  to  one's  musicianship  to  catch  the 
right  points  in  these  swings  and  to  find  a  just  balance  between  the  diverse  influences 
at  work  during  the  whole  of  the  Baroque  era. 

Nigel  Rogers 
Newbury,  Berkshire 
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1  H.  W.  Hitchcock,  ed.:  G.  Cacctnt:  Le  nuove  musiche,  Recent  Researches  in  the  Music  of 
the  Baroque  Era,  ix  (1970). 

2  J.  Rosselli:  'The  Castrati  as  a  Professional  Group  and  a  Social  Phenomenon,  1550-1850', 
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3  I.  Fenlon:  Music  and  Patronage  tn  Sixteenth-Century  Mantua  (Cambridge,  1982),  i,  125- 
7- 

4  D.  Arnold:  Monteverdi  (London,  1963,  3/1990),  9.  See  also  A.  Ncwcomb:  'The  musica 
segreta  of  Ferrara  in  the  1580s'  (Ph.D.  diss.,  Princeton,  1970). 

5  The  first  high  c"  on  the  chest  was  sung  by  the  French  tenor  Gilbert  Duprez  on  17 
September  1831  in  the  Teatro  del  Giglio  in  Lucca  in  the  Italian  premiere  of  Rossini's 
Guillaume  Tell,  Act  IV,  scene  1. 

6  See  H.  M.  Brown:  Embellishing  16th  Century  Music  (Oxford,  1976),  10. 

7  This  reference  to  the  mouth  may  have  meant  some  kind  of  tremolo  or  even  a  jaw  vibrato. 

8  D.  Poulton:  John  Dowland  (London,  2/1972),  199. 

9  The  Florentine  Marco  da  Gagliano  called  for  the  singer  'to  chisel  out  the  syllables'  (scolptre 
le  sillahe),  or  to  pronounce  them  very  distinctly,  in  the  preface  to  Dafne  (1608). 

10  Antonio  Cifra:  Scherzt  e  arie  (Venice,  1614);  Lawes  set  the  'Tavola',  which  begins  with 
'In  quel  gelato  core'. 

11  A.  Heriot:  The  Castrati  in  Opera  (London,  1956),  73-4. 

12  The  first  high  c"  for  tenor  I  know  is  in  Benedetto  Ferrari's  'Ha  di  fiamme  un  abisso'  in 
Musiche  varie  (1633);  in  the  same  song,  the  tenor  range  is  extended  downwards  to  A. 
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While  for  all  instruments  the  Baroque  was  a  period  of  revolution,  with  new  ones 
appearing  and  those  of  the  Renaissance  changing  to  such  an  extent  that  they  were 
all-but  new,  this  revolution  was  a  slow  process,  with  different  instruments  changing 
at  different  times.  In  addition  to  the  surviving  instruments  of  the  period,  our 
information  comes  from  three  main  literary  sources,  two  of  them  well  illustrated, 
for  the  instruments  of  the  early  Baroque:  Praetorius's  Syntagma  musicum  (Vol.  II 
de  Organographia)  in  Germany  in  1619,  Mersenne's  Harmonic  Universelle  in  France 
in  1636-7,  and  Talbot's  manuscript,  compiled  in  England  between  1680  and  1690.' 
Whereas  in  Praetorius,  at  the  v  ery  beginning  of  the  17th  century,  some  instruments 
already  appear  in  their  Baroque  form,  in  Talbot,  written  around  the  birth  dates  of 
Bach  and  Handel,  by  which  time  the  Baroque  was  fully  established,  there  is  evidence 
for  the  continued  use  of  some  Renaissance  instruments. 

The  string  instruments  were  the  first  to  change,  with  the  viols  in  Praetorius 
already  recognizably  the  Baroque  model.  They  were  also  the  first  to  be  affected  by 
changes  in  taste,  for  by  the  time  that  Talbot  wrote,  they  were  already  going  out  of 
fashion  in  England.  Purcell,  in  the  late  17th  century,  was  the  last  major  English 
composer  to  write  for  viols,  and  he  was  regarded  as  old-fashioned  for  so  doing.  And 
yet,  when  he  died,  the  Baroque  woodwind  were  only  just  beginning  to  be  accepted 
in  Britain. 

Both  viols2  and  violins  were  invented  in  the  early  Renaissance,  between  1470  and 
1500,  and  within  a  century  of  the  earlier  of  those  dates  both  reached  their  established 
form  which  was  to  persist  throughout  the  Baroque.  Recent  research  suggests  that 
the  instrument  heretofore  generally  accepted  as  'the'  early  Renaissance  viol,  with  a 
longer  back  than  front  and  forward-sloping  shoulders,  may  well  be  the  invention, 
possibly  imaginary,  of  later  periods.  Thus,  while  there  was  certainly  a  wide  variety 
of  viol  shapes  in  the  early  Renaissance,  not  until  the  later  16th  century  may  there 
have  been  anything  that  could  be  regarded  as  a  standard  pattern  of  viol,  so  that  the 
shape  as  we  generally  recognize  it  is  that  of  the  Elizabethan  era.  The  main  charac- 
teristics of  the  viol,  in  all  periods,  are  six  strings  tuned  in  fourths,  at  low  tension, 
with  a  third  in  the  middle,  with  frets  on  the  fingerboard,  held  on  or  between  the 
knees  (hence  the  name  viola  da  gamba  or  leg  fiddle),  with  a  low-arched  front  and  a 
flat,  or  flattish,  back,  and  bowed  with  the  bow  held  underhand.  It  was  pre-eminently 
the  instrument  for  chamber  music,  for  playing  in  groups  as  a  consort  of  viols  of 
different  sizes,  from  treble  to  bass  (see  Plate  7),  and  into  the  early  Baroque  the  ideal 
bowed  string  instrument.  When,  as  we  shall  see,  the  consort  of  viols  was  replaced 
by  the  violin  band,  the  bass  viol  (see  Plate  6)  was  the  one  size  which  remained 
important,  now  usually  with  seven  strings,  with  a  considerable  solo  repertory  in 
France  and  some  use  in  Germany  and  elsewhere  as  well.  In  central  Europe  one 
special  form  survived  into  the  Classical  period.  The  baryton,  the  favourite  instrument 
of  Haydn's  employer  Prince  Nikolaus  Esterhazy,  was  a  bass  viol  with  sympathetic 
strings  that  could  also  be  plucked  by  the  left  thumb  for  added  accompaniment  to 
the  bowed  strings. 

The  violin,  which  began  as  a  three-stringed  instrument,  a  rebec  (see  Plate  18)  on 
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a  newly  shaped  body,  was  used  mainly  for  dance  music  in  the  early  Renaissance. 
It  seems  not  to  have  become  accepted  as  an  instrument  for  serious  music  until  the 
early  17th  century,  by  which  time  another  string  had  been  added  and  makers  such 
as  Andrea  Amati,  and  his  successors  Jacob  Stainer  in  Austria  and  Antonio  Stradivari 
and  others  in  Italy  and  elsewhere,  had  brought  it  to  its  finished  form.  In  contrast 
with  the  viol,  it  had  four  strings  tuned  in  fifths  at  high  tension,  without  frets,  was 
held  upwards  on  the  shoulder  or  against  the  upper  arm  (hence  the  name  viola  da 
braccio  or  arm  fiddle),  had  a  high-arched  belly  and  back,  and  was  bowed  with  the 
bow  held  overhand  (see  Plates  9  and  19).  It  was,  par  excellence,  a  solo  instrument, 
though  when  the  family  of  violins,  again  from  treble  to  bass,  supplanted  the  consort 
of  viols,  it  was  perforce  used  in  groups.  This  change  came  initially  in  France,  with 
the  Vingt-quatrc  Violons  du  Roi,  the  violin  band  of  Louis  XIII,  consisting,  according 
to  Mersenne,  of  six  violins,  twelve  violas  in  three  different  sizes,  and  six  basses.  A 
string  band  such  as  this  was  brought  to  England  by  Charles  II  at  the  Restoration, 
when,  in  all  fashionable  circles,  it  almost  immediately  replaced  the  consort  of  viols, 
and  it  became  also  the  fashionable  sound  throughout  Europe. 

Strings  on  both  viols  and  violins  were  at  this  time  all  of  gut,  thus  limiting  to  some 
extent  the  available  sonority  of  the  lower  register,  for  too  heavy  a  gut  string  produces 
a  comparatively  dull  sound.  One  of  the  benefits  of  improving  technology  in  the  mid 
17th  century  was  the  invention  of  the  slow  feed  on  the  lathe,  and  it  was  this  that 
allowed  the  introduction  of  gut  strings  covered  with  a  coil  of  wire,  the  first  evidence 
for  which  comes  in  the  1660s.4  The  difference  of  tone  quality  on  the  violin  G  string, 
and  on  the  lowest  string  on  all  the  other  instruments,  between  the  high-twist  gut 
and  catlines,  which  had  previously  been  used,  and  the  new  covered  strings  was 
considerable.  It  is  a  difference  that  is  only  beginning  to  be  appreciated  today,  now 
that  we  are  becoming  conscious  of  the  difference,  too,  between  our  modern  whining 
steel  strings  and  the  plain  gut  which  held  sway,  even  for  the  E  string,  until  the  early 
years  of  the  20th  century. 

The  violin  itself  (see  Plate  24)  was  also  very  different  from  the  modern  instrument. 
The  neck  was  at  least  a  centimetre  shorter  and  was  straight,  rather  than  canted  back 
as  it  is  on  the  modern  violin.  The  bridge  was  lower,  the  soundpost,  the  pillar  which 
supports,  internally,  the  treble  foot  of  the  bridge,  was  more  slender,  and  the  bass- 
bar,  the  girder  which  runs  up  the  inside  of  the  body  under  the  bass  foot  of  the 
bridge,  was  also  more  slender  and  much  shorter.  As  a  result,  the  tone  quality  of  the 
Baroque  violin  was  very  different  from  that  of  today.  The  feel  of  the  instrument 
was  different,  too,  for  because  the  neck  was  straight,  there  was  a  wedge  between  the 
upper  surface  of  the  neck  and  the  under  surface  of  the  fingerboard.  This  was 
necessary  because  the  fingerboard  must  rise  to  follow  the  plane  of  the  strings  lest, 
as  the  player  produces  higher  notes,  there  be  too  great  a  distance  to  press  the  string 
to  the  fingerboard.  Because  the  accepted  upper  range  was  less  than  today,  the 
fingerboard  was  much  shorter  than  on  the  modern  instrument,  but  as  composers 
wrote  higher  and  higher  parts,  the  fingerboard  was  lengthened  progressively 
throughout  the  Baroque  period  to  accommodate  this  greater  range.  There  was,  of 
course,  no  chin  rest  (that  was  introduced  by  Spohr  in  the  early  19th  century),  and 
therefore  much  of  the  weight  of  the  violin  was  taken  by  the  left  thumb.  This  affected 
the  way  in  which  the  fingers  moved  on  the  fingerboard,  and  the  silent  shift  of 
position,  which  is  so  firm  a  feature  of  modern  violin  playing,  did  not  exist  in  earlier 
times.  Shifts  were  audible,  and  probably  slower  than  today,  and  thus  the  ways  in 
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which  notes  were  linked  together  differed  from  modern  practice.  Bowing  was  vastly 
different,  for  the  bow  stick,  instead  of  being  cambered  towards  the  hair,  curved 
away  from  it,  resulting  in  much  lower  tension  on  a  narrower  ribbon  of  hair  than  the 
modern  bow,  and  the  point  of  the  stick  curved  down  gently  towards  the  hair,  rather 
than  being  held  away  from  it  as  today.  As  a  result,  the  sound  was  less  strong  but 
there  was  a  much  more  marked  difference  of  tone  between  up-bow  and  down-bow, 
and  between  strokes  taken  at  the  heel  and  at  the  point  of  the  bow,  an  entirely 
different  sound  from  the  modern  ideal  of  seamless  bowing. 

Of  the  plucked  string  instruments,  lutes,  harps,  and  keyboards  were  the  most 
important,  with  guitar  and  other  plucked  strings  more  often  confined  to  domestic 
and  casual  music-making.  The  Renaissance  lute  (see  Plate  18),  tuned  like  the  viol 
with  six  strings  in  fourths  and  a  third,  was  already  out  of  fashion,  but  larger 
instruments  with  extra  bass  strings,  often  carried  on  an  extended  neck,  were  still  in 
use,  indeed  remained  so  until  late  in  the  18th  century,  mainly  as  continuo  instru- 
ments. The  lute  was  also  still  a  solo  instrument,  especially  in  Germany,  and  many 
composers  such  as  Silvius  Weiss  wrote  works  for  the  ordinary  lute  with  some  extra 
bass  courses  (see  Plate  19),  not  least  among  them  J.  S.  Bach,  whose  solo  suites  exist 
for  lute  as  well  as  for  violin  and  violoncello. 

The  harp  was  increased  in  size  around  1600  and  acquired  first  one  and  then  a 
second  extra  rank  of  strings,  so  that  the  main  Baroque  form  of  the  harp,  after 
Monteverdi's  arpa  doppia  (see  Plate  15),  was  the  triple  harp,  an  instrument  which 
has  remained  in  use  in  Wales  to  the  present  day.  The  two  outer  ranks  of  strings 
were  tuned  diatonically,  with  chromatic  strings  in  the  middle  rank.  This  was  the 
harp  for  which  Handel,  for  example,  wrote  a  concerto,  but  which  was  mainly  used, 
again,  as  a  continuo  instrument.  A  diatonic  harp,  with  a  single  rank  of  strings,  was 
also  used,  and  in  a  late  16th-century  encyclopaedia5  this  instrument  is  described  as 
preferable  to  both  lute  and  harpsichord,  for  unlike  the  lute  every  note  came  from 
the  full  length  of  the  string  and  so  with  full  tone,  and  unlike  the  harpsichord  it 
could  be  plucked  in  an  infinite  variety  of  ways,  and  could  thus  produce  many 
different  tone  colours. 

Nevertheless,  the  harpsichord  was  the  most  commonly  used  continuo  instrument 
(see  Plates  9  and  14),  because  of  its  ease  of  use  and  its  greater  facility  in  playing  in 
chords,  and  it  was  also,  of  course,  a  solo  instrument.  There  were  two  main  varieties 
in  the  early  Baroque,  the  Italian  and  the  Flemish.  The  Italian  instruments  usually 
had  only  one  keyboard,  with  three  ranks  of  strings,  two  in  unison  and  one  an  octave 
higher,  described  as  2  x  8'  +  1  x  4'.  The  Flemish  had  the  same  three  ranks  of  strings, 
though  usually  rather  shorter  in  length  for  the  same  pitches  than  the  Italian,  so  that 
the  Flemish  sound  might  be  described  as  fuller  and  darker  and  the  Italian  as 
brighter.  The  harpsichords  made  by  the  Ruckers  family  in  Flanders,  however,  had 
two  keyboards,  on  the  lower  of  which  the  notes  appeared  to  be  a  fifth  lower  than 
they  sounded;  the  lower  manual  F  key  plucked  the  same  strings  as  the  C  key  of  the 
upper  manual.  The  purpose  of  this  arrangement  is  still  a  matter  of  dispute.  By  the 
early  18th  century,  two  other  national  schools  had  arisen,  the  French  and  the 
German,  the  former  deriving  from  the  Flemish  and  the  latter  from  the  Italian,  and 
by  the  middle  of  that  century  a  third,  the  English.  By  this  time,  the  use  of  two 
keyboards  was  the  norm,  but,  instead  of  transposing  the  music  into  different  keys, 
they  produced  different  sonorities  so  that  the  player  was  able  to  contrast  one  passage 
with  another,  and  even  one  hand  with  the  other.  One  eight-foot  rank  was  plucked 
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nearer  the  nut  (the  bridge  on  the  wrest-plank)  than  the  other,  thus  producing  a 
different  tone  colour,  so  that  the  two  unison  ranks  could  contrast  with  each  other, 
and  the  four-foot  rank  could  be  added  to  one  of  these.  There  was  always  a  way  of 
coupling  both  keyboards  so  that  all  three  ranks  could  be  sounded  together  for  the 
fullest  tone  and  volume.  Further  devices  were  an  extra  row  of  jacks  to  pluck  the 
string  very  close  to  the  nut,  called  the  nazard  in  Germany  from  its  nasal  sound,  but 
called  the  lute  stop  in  England,  and  a  row  of  small  pads  of  buff  leather  which  could 
be  slid  against  the  strings  to  mute  them,  called  the  buff  or  harp  stop  in  England 
but,  confusingly,  the  lute  in  Germany. 

It  is  important  to  remember  that  these  various  national  schools  of  harpsichord 
making  persisted  through  the  18th  century.  Bach's  music  was  conceived  for  the 
instruments  by  Hass  and  Silbermann,  Couperin's  for  those  by  Taskin  and  Couchet, 
and  Handel's  for  those  by  Shudi  and  Kirckman,  and  as  a  result  all  three  sounded 
quite  different,  a  difference  which  is  too  often  forgotten  and  lost  today.  A  fascinating 
speculation  is  whether  Domenico  Scarlatti's  sonatas  were  conceived  for  Cristofori's 
piano,  an  instrument  which  was,  as  we  shall  sec,  as  popular  initially  with  the  Spanish 
court  as  that  master's  music. 

There  were  also  small  harpsichords,  in  the  early  Baroque  the  virginals  (see  Plate 
19),  which  survived  from  the  late  Renaissance.  This  was  an  instrument  with  a 
very  different  tone  quality  from  the  harpsichord,  with  strings  running  across  the 
instrument  instead  of  away  from  the  player.  Again  there  were  different  national 
types,  the  Italian  and  French,  called  spinetto  and  epinette  respectively,  and  the 
Flemish.  There  were  also  two  types  of  Flemish,  the  ordinary  virginals  and  the 
muselaar,  the  latter  plucking  the  strings  near  the  middle  of  their  length  and  producing 
a  darker  and  more  hollow  sound.  Both  were  often  equipped  with  a  smaller  four- 
foot  instrument  which  could  be  used  with,  or  contrasted  against,  the  main  virginals. 
In  the  early  18th  century  a  new  small  instrument,  the  wing-shaped  or  leg-of-mutton 
spinet,  was  devised,  but  this  should  really  be  considered  a  domestic  harpsichord, 
designed  to  take  less  space  in  the  room. 

The  perfect  domestic  keyboard  instrument,  but  one  which  was  used  more  in 
Germany  than  elsewhere,  was  the  clavichord  (see  Plate  25).  This  is  the  only  keyboard 
whose  player  is  in  direct  contact  with  the  string  as  long  as  the  note  is  sounding,  for 
his  finger  is  on  one  end  of  the  key,  and  the  tangent  on  the  other  end  is  touching  the 
string.  By  increasing  or  decreasing  the  pressure  on  the  key  he  can  produce  louder 
or  softer  sounds,  something  that  was  impossible  on  all  other  keyboards  of  the  period, 
and  he  can  also  produce  a  vibrato  on  the  note  by  a  slight  up  and  down  movement 
of  the  finger  on  the  key,  the  Bebung  of  C.  P.  E.  Bach.  Because  one  clavichord  could 
be  mounted  on  top  of  another,  to  simulate  the  manuals  of  the  organ,  with  the 
possibility  of  a  pedal  clavichord  as  well,  it  was  the  ideal  practice  instrument  for 
organists.  It  could  be  used  in  the  warmth  of  the  home,  instead  of  playing  in  a  cold 
church,  and  there  was  no  need  to  pay  someone  to  pump  the  bellows.  The  German 
name  for  the  clavichord  was  Klavier  (that  for  harpsichord  was  either  the  Italian 
term  cembalo  or  Instrument),  and  it  was  for  the  Klavier  that  Bach  wrote  the  48 
Preludes  and  Fugues  to  show  that  there  were  better  ways  available  of  tuning  a 
keyboard  instrument  than  either  any  variety  of  meantone  or  equal  temperament. 

A  keyboard  instrument  which  was  invented  around  1700  was  Bartolomeo  Cri- 
stofori's gravicembalo  col  piano  e  forte.  When  plucking  a  string  mechanically,  as  with 
the  harpsichord  and  spinet,  it  is  impossible  to  make  more  than  a  very  little  difference 
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of  loudness  by  finger  pressure  on  the  key.  When  striking  it,  however,  a  much  greater 
difference  is  possible.  Hence  the  Italian  name  for  the  instrument,  a  keyboard 
instrument  with  softness  and  loudness.  This  first  version  of  the  piano,  a  keyboard 
instrument  whose  strings  were  struck  with  hammers,  was  comparatively  unsuccessful 
in  its  day,  partly  because  this  type  of  expression  in  music  was  not  yet  desired,  but 
chiefly  because  the  light  stringing  then  in  use  was  more  suited  to  plucking  than  to 
hammering.  Bach  did  not  much  like  Silbermann's  version  of  the  instrument  in 
Germany,  and  in  Spain,  where  a  number  of  Cristofori's  pianos  had  been  purchased 
for  the  court  with  initial  enthusiasm,  many  were  converted  into  harpsichords.  Not 
until  the  latter  part  of  the  18th  century,  when  the  Industrial  Revolution  made 
covered  and  more  suitable  strings  available,  did  the  piano  come  into  its  own. 

The  other  main  keyboard  instrument  was  the  organ.  In  Germany  and  the  Low 
Countries  this  had  already  reached  its  Baroque  form  by  the  early  17th  century,  as 
can  be  seen  in  Praetorius.  It  was  a  large  instrument,  divided  into  discrete  sections 
which  could  be  contrasted  the  one  with  the  other,  known  as  Werkprinzip.  There 
were,  as  a  rule,  three  manuals  or  keyboards,  each  controlling  a  complete  organ,  with 
treble  and  bass  ranks  of  pipes  and  choice  of  sonorities,  but  each  producing  different 
types  of  sound.  One  manual  controlled  the  positive,  usually  placed  behind  the 
organist's  bench,  Ruckpositif  'm  German  and,  because  it  was  behind  or  sometimes 
under  the  bench,  Chair  organ  in  English,  which  was  transmuted  into  Choir.  Another 
manual  controlled  the  Brustwerk,  placed  in  front  of  the  organist.  This  was  often 
provided  with  doors  that  could  be  opened  or  closed  to  increase  or  diminish  the 
amount  of  sound  produced,  the  Swell,  which  was  invented  in  Spain  in  about  1700. 
The  third  manual  controlled  the  Haupttverk,  the  Great  in  English,  placed  higher 
up.  In  addition,  there  were  low  bass  pipes,  controlled  by  a  pedal  keyboard.  While 
all  this  could  be  coupled  to  play  together,  especially  on  the  French  organ,  one  of 
whose  features  was  the  piein  jeu,  used  in  contrast  to  solo  stops,  the  normal  practice, 
in  Germany  at  least,  as  can  be  seen  in  Bach's  music,  was  to  contrast  one  section 
with  another,  so  that  the  trio  sonata,  a  number  of  which  Bach  wrote  for  the  organ, 
was  indeed  three  distinct  voices  working  against  each  other.  It  is  a  constant  surprise 
in  modern  performances  of  Bach  cantatas  to  hear  the  organ  part  confined  to  a  small 
chamber  organ,  the  equivalent  of  the  Ruck  posit  if  alone,  instead  of  being  played  on 
the  magnificent  instrument  which  was  a  standard  feature  of  all  great  German 
churches.  Only  in  England,  and  often  in  Italy,  were  organs  less  developed,  for 
separate  pedal  sections  were  unknown  in  England  until  late  in  the  18th  century 
or  after.  This  was  mainly  a  result  of  the  Puritan  destruction  of  almost  all  pre- 
Commonwealth  organs,  something  from  which  many  English  churches  failed  to 
recover  until  the  late  19th  century. 

The  wind  instruments  were  later  in  development.  The  first  was  the  flute,  a  word 
which,  when  used  alone  in  the  Baroque  and  unqualified  by  adjectives,  always  meant 
the  recorder.  Whereas  the  early  Renaissance  recorder  had  been  cylindrical  in  bore 
and  made  in  one  piece  of  wood,  by  the  later  Renaissance  the  bore  had  been  tapered, 
narrowest  at  the  foot,  thus  improving  the  tuning,  especially  of  the  upper  notes,  and 
allowing  for  a  slightly  increased  range.  It  was  not  until  after  the  middle  of  the  17th 
century  that  this  design  was  radically  modified  as  part  of  a  general  overhaul  of  all 
the  woodwind  instruments  which,  initially,  took  place  at  the  French  court  under 
the  aegis  of  the  musicians  of  the  Royal  Band,  the  Hotteterres  and  their  associates 
(see  Plate  26).  This  was  partly  due  to  changing  fashions  of  music,  the  desire  for 
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larger  and  more  varied  ensembles,  and  particularly  due  to  the  desire  for  more 
instruments  which  would  blend  with  the  band  of  violins  rather  than  playing  in  the 
old  Renaissance  groups  of  like  instruments.  There  was  also  a  desire  for  a  greater 
range  from  the  woodwind  instruments  and  the  realization  that  this  could  best  be 
achieved  by  more  precise  reaming  of  the  bore.  It  was,  perhaps,  chiefly  the  general 
rise  in  technology,  with  better  lathes  and  other  tools,  that  made  this  development 
possible. 

The  result  was  the  three-piece  recorder,  with  a  cylindrical  head  joint,  a  quite 
rapidly  tapering  main  body  carrying  the  six  finger-holes  and  thumb-hole,  and  a 
separate  foot  joint,  with  a  sharper  taper,  carrying  the  little  finger-hole.  The  transverse 
flute,  which  was  called  traversa  in  Italian,  and  in  English  and  French  often  German 
flute  or  flute  d'Allemagne,  as  an  alternative  to  transverse  flute  or  flute  traversiere,  was 
also  similarly  modified  at  the  same  time  (see  Plates  6  and  9).  The  head  joint,  again, 
was  cylindrical  in  bore.  The  body,  again  tapering  towards  the  foot,  carried  the  six 
finger-holes,  and  a  cylindrical  foot  carried  a  closed  key.  On  both  recorder  and 
traversa,  opening  the  finger-holes  in  sequence  from  the  lowest  produced  a  diatonic 
scale;  chromatic  notes  could  be  produced  only  by  closing  a  hole  below  one  that  was 
open,  called  cross-  or  fork-fingering.  Obviously,  one  could  not  close  a  hole  below 
the  lowest  hole,  and  thus  the  only  way  to  flatten  the  note  produced  by  opening  that 
hole  was  by  half-closing  it.  This  is  not  difficult  on  the  recorder,  which  is  held 
downwards,  but  is  more  awkward  on  the  traversa  which  is  held  sideways.  A  key  was 
provided  on  the  traversa  to  obviate  this  awkwardness,  and  this  was  the  first  time 
that  a  closed  key  was  used  on  any  instrument  other  than  some  bagpipes,  from 
which  the  idea  was  almost  certainly  taken.  On  the  Renaissance  and  early  Baroque 
woodwind,  the  only  keys  had  been  open-standing  keys  which  were  the  only  way  to 
cover  holes  beyond  the  reach  of  the  fingers  on  the  larger  instruments.  By  about  1700 
or  1720,  the  body  of  the  traversa  was  split  into  two  sections,  each  carrying  the  finger- 
holes  for  one  hand.  The  purpose  of  this  was  two-fold.  It  enabled  the  use  of  still 
shorter  reamers  and  thus  a  more  accurate  bore  profile.  It  also  allowed  makers  to 
provide  a  selection  of  upper-body  joints,  each  a  little  longer  than  the  next,  and  thus 
allow  players  to  tune  to  different  pitches.  A  further  advantage  relates  to  the  nature 
of  the  instrument,  for  with  any  flute,  as  one  blows  harder  the  pitch  goes  higher. 
Quantz,  in  his  Versuch  einer  Anweisung  die  FUite  traversiere  zu  spielen  of  1752, 
recommended  the  use  of  a  longer  joint  for  loud  movements,  so  that  as  one  blew 
harder,  the  pitch  rose  to  bring  a  flat  joint  into  tune,  and  shorter  joints  for  quiet 
movements,  so  that  as  one  blew  more  gently,  a  sharp  joint  came  down  to  pitch. 

Three  reed  instruments  were  newly  invented  at  this  same  time,  the  third  quarter 
of  the  17th  century.  Two  were  adaptations  of  Renaissance  instruments,  the  oboe 
deriving  from  the  shawm,  and  the  bassoon  from  the  curtal  or  dulcian.  The  third,  a 
little  later  than  the  others,  not  much  before  1700,  was  the  clarinet,  an  elaboration 
of  an  earlier  folk  instrument,  the  chalumeau,  which  itself  was  improved  into  a  fairly 
respectable  instrument  at  much  the  same  time  as  the  oboe  and  bassoon  were 
invented. 

The  shawm  had  been  the  most  important  reed  instrument  of  the  Middle  Ages 
and  Renaissance,  but  its  loud  and  piercing  sound  was  unfit  for  any  use  in  mixed 
ensembles,  and  certainly  it  could  not  be  used  with  string  instruments.  The  oboe, 
like  the  shawm,  was  played  with  a  double  reed,  but  had  a  much  quieter  sound.  Like 
the  recorder  and  traversa,  it  was  made  in  three  joints,  but  with  an  expanding  bore, 
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with  upper  and  lower  body  each  carrying  three  finger-holes,  and  a  bell  (see  Plate 

26)  .  It  had  an  extra  hole,  which  was  covered  with  an  open-standing  key,  extending 
the  range  at  the  bottom  to  c .  Like  the  traversa,  it  also  had  a  chromatic  key  below 
the  lowest  of  the  six  finger-holes,  which  was  duplicated  so  that  it  could  be  accessible 
to  either  little  finger.  The  modern  practice  of  always  having  the  left  hand  above  the 
right  was  not  yet  established  and  not  until  after  about  1750  did  players  come  to 
agreement  on  the  way  the  instrument  was  held.  Only  after  that  date  did  the  two- 
key  oboe  supersede  the  three-keyed. 

There  were  also  two  larger  sizes  of  oboe,  one  the  oboe  d'amore,  an  alto  whose 
lowest  note  was  a,  a  minor  third  lower  than  the  treble.  This  had  a  bulb  bell  (Liebesfuss 
in  German)  which  gave  a  very  beautiful  hollowness  to  the  tone.  The  other  was  a 
tenor  in  F,  which  had  three  forms.  One  was  simply  a  large  oboe.  Another  was  again 
a  straight  instrument  but  with  a  bulb  bell,  like  that  of  the  oboe  d'amore.  The 
third  was  a  curved  instrument  with  a  widely  flaring  bell,  usually  of  brass  though 
occasionally  of  wood.  It  is  generally  assumed  that  this  last  was  the  instrument  called 
in  the  period  the  oboe  da  caccia,  though  it  should  be  emphasized  that  since  there  is 
no  known  contemporary  written  description  of  the  oboe  da  cacia,  nor  any  known 
contemporary  titled  illustration,  this  attribution  of  name  is  only  an  assumption. 
There  is  no  evidence  for  tenor  oboes  being  used  to  accompany  hunting,  and  the 
assumed  identification  derives,  as  very  probably  the  name  indeed  did,  from  the 
similarity  of  the  metal  bell  to  that  of  the  corno  da  caccia.  The  music  provided  for 
the  instrument  makes  it  certain  that  the  oboe  da  caccia  was  one  of  these  tenors  in  F. 
What  the  others  were  called  is  less  certain.  Taille  was  one  name  of  the  period  for  a 
tenor  oboe  (and  for  a  tenor  violin,  a  large  viola)  but  whether  it  applied  to  one  or 
both  of  the  other  forms  is  not  known.  Not  until  the  later  18th  century  was  the  tenor 
with  a  bulb  bell  called  the  cor  anglais,  a  name  of  unknown  origin. 

The  curtal  (see  Plate  18)  was,  like  the  shawm,  made  of  one  piece  of  wood,  with 
both  a  downward  and  an  upward  bore  drilled  in  it,  so  that  the  metal  crook  carrying 
the  reed  projected  from  one  side  of  the  top  and  the  bell,  level  with  the  crook,  from 
the  other.  Again  the  new  instrument  which  derived  from  it,  the  bassoon  (see  Plate 

27)  ,  was  made  in  separate  joints.  The  wing  joint  descended  from  the  crook,  fitting 
into  a  butt  joint  which,  like  but  much  shorter  than  the  curtal,  had  both  a  downward 
and  an  upward  bore  drilled  in  it.  The  long  joint  fitted  into  the  upward  bore  of  the 
butt,  and  was  capped  by  the  bell  joint,  which  took  the  pitch  down  to  B'  flat  two 
octaves  and  a  tone  below  c',  a  tone  lower  than  the  normal  bass  curtal,  whose  lowest 
note  had  been  C.  The  bore  was  conical  throughout,  gradually  expanding  from  the 
crook  socket,  until  near  the  top  of  the  bell,  at  which  point  there  was  quite  a  sharp 
constriction  which  was  only  opened  out  in  the  latter  part  of  the  18th  century. 
Initially  there  were  three  keys,  an  F  key,  the  equivalent  of  the  oboe's  C  for  the  lower 
little  finger,  and  a  low  C  and  low  B  flat  key  for  the  upper  thumb,  but  a  fourth  was 
soon  added,  an  A  flat,  equivalent  to  the  oboe  E  flat,  for  the  lower  thumb.  Rare,  but 
occasionally  demanded  by  both  Bach  and  Handel,  were  contrabassoons,  instruments 
twice  the  size  of  the  normal  bassoon.  One  by  Eichentopf,  who  is  known  to  have 
made  other  instruments  for  Bach,  including  oboi  da  caccia,  survives  in  the  Leipzig 
Musikinstrumenten  Museum,  and  one  by  the  younger  Stanesby,  surviving  in 
Dublin,  is  known  to  have  been  used  by  his  friend  Handel  in  his  Music  for  the  Royal 
Fireworks. 

The  chalumeau  had  been  a  small  reed  instrument,  with  a  single  reed  cut  from 
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the  top  of  the  cylindrical  reed  or  cane  body,  like  a  Highland  bagpipe  drone  reed 
and  many  surviving  folk  instruments  of  the  southern  and  eastern  Mediterranean. 
In  Germany  Jacob  Denner  improved  this  instrument,  making  it  of  wood,  in  much 
the  shape  of  a  treble  recorder,  with  a  cane  single  reed  tied  to  the  top.  This  type  of 
chalumeau  was  made  in  a  family  of  sizes,  for  which  a  small  repertory  survives, 
including  some  concertos.  The  chalumeau  had  two  keys  near  the  upper  end,  one  at 
the  back  to  help  it  overblow  to  the  upper  register  (a  twelfth  above  the  fundamental, 
not  an  octave,  due  to  the  cylindrical  bore),  and  one  at  the  front  to  fill  the  gap 
between  the  two  registers.  It  is  thought  to  have  been  Denner  who  then  extended 
the  instrument,  lengthening  the  bell,  moving  the  two  keys  slightly,  and  otherwise 
altering  it  to  produce  the  clarinet.  The  clarinet  was  little  used  in  the  Baroque, 
probably  because  of  the  strangeness  of  an  instrument  with  two  registers  a  twelfth 
apart,  rather  than  an  octave,  and  save  for  some  composers  and  some  courts  and 
players  who  were  in  the  forefront  of  progress,  and  later  the  military  bands  and  opera 
orchestras,  both  always  interested  in  innovations,  it  did  not  become  generally- 
adopted  much  before  1800. 

Ex.  1 

Harmonic  series 


2     :i      4     5     6      7      8      9      10     11    12    13    14    15    16    17    18    19    20    21    22    23  24 


Of  the  brass  instruments,  the  trumpet  (see  Plates  28  and  30)  was  by  far  the  most 
important  throughout  this  period,  both  musically  and  as  the  instrument  of  state  and 
pageantry.  This  latter  role,  however,  militated  against  the  former,  especially  in 
Germany  where  the  use  of  the  trumpet  was  rigidly  restricted.  It  could  be  played 
only  by  members  of  the  trumpeters*  guild,  and  could  be  possessed  only  by  those 
licensed  to  do  so,  certain  ranks  of  the  aristocracy  and  certain  privileged  cities  and 
regiments.6  It  is  instructive  to  look  at  Bach's  cantatas  and  to  see  for  which  occasions 
he  was  empowered  to  use  trumpets.  The  instrument  could  produce  only  the  notes 
of  the  harmonic  series,  and  thus  it  was  diatonic  in  compass  only  from  the  8th 
harmonic  (O,  and  chromatic  only  from  the  12th  (g").  It  was  bedevilled,  too,  by 
three  pitches  which  are  not  in  accord  with  the  European  scale  in  any  temperament, 
the  7th,  nth,  and  13th  harmonics  and  their  octaves,  respectively  a  very  flat  B  flat, 
a  pitch  almost  exactly  halfway  between  F  and  F  sharp,  and  a  rather  flat  A.  Of  these, 
it  was  the  nth  harmonic  that  caused  the  most  trouble,  for  composers  would  write 
either  F  or  F  sharp  according  to  the  context  of  the  music,  and  expect  players  to  lip 
the  note  either  up  or  down.  The  13th  was  also  a  problem,  for  the  A  was  well  within 
the  compass  of  the  period.  It  is  quite  clear  from  contemporary  writings  that  some 
players  were  not  very  successful  in  tuning  these  notes,  but  it  is  also  clear  from  the 
amount  of  music  written  for  the  trumpet  that  some  could  achieve  it,  for  no  composer 
in  his  senses  writes  notes  which  he  knows  are  going  to  be  out  of  tune.  Modern 
players,  who  have  not  received  the  training  imparted  to  members  of  the  guild,  and 
who  have  to  play  modern  trumpet  one  day,  and  Baroque  the  next  avoid  the  problem 
by  using  instruments  with  finger-holes  which  produce  an  alternative  harmonic 
series,  but  which  do  so  only  at  the  cost  of  decent  tone  quality. 


373 


Copyrighted  material 


Instruments 


The  clarino  technique  of  trumpet  performance  from  the  8th  harmonic,  up  to  the 
22nd  in  Bach's  music  and  even  sometimes  to  the  24th,  was  at  its  height  in  the  later 
Baroque.  In  the  early  17th  century,  when  trumpeters  were  ascending  no  higher  than 
the  13th  harmonic,  in  Monteverdi's  L'Orfeo,  and  by  the  1630s  to  the  16th,7  the  high 
brass  parts  were  played  by  the  cornett,  which  had  been  the  great  virtuoso  instrument, 
particularly  for  divisions  and  similar  ornamentation  of  music,  in  the  Renaissance 
(see  Plate  18).  It  was  made  of  wood,  usually  leather  covered,  and  was  played  with 
a  miniature  trumpet  mouthpiece,  no  bigger  than  the  cup  in  which  an  acorn  sits. 
Unlike  most  other  trumpet-type  instruments  it  was  provided  with  finger-holes  so 
that  it  w  as  not  restricted  to  the  notes  of  the  harmonic  series  but  could  be  played  as 
fluently  as  a  recorder  or  any  other  woodwind  instrument.  It  appears  in  a  few  Bach 
cantatas,  usually  playing  the  cantus  firmus  in  the  chorale  movement,  but  it  is  clear 
from  the  way  that  Bach  wrote  for  it  that  its  technique  had  greatly  degenerated,  and 
it  was  by  then  ail-but  extinct. 

The  bass  to  the  trumpets  was  provided  by  the  timpani,  smaller  than  those  of 
today  and  shallower,  often  hemispherical  in  shape  (see  Plates  29  and  30).  The  skins 
used  on  them  were  thicker  than  those  used  in  recent  times,  up  to  the  introduction 
of  plastic  heads,  and  the  best  tone  was  produced  by  using  sticks  with  wooden  discs 
or  sometimes  balls  as  heads.  With  thick  heads  and  such  sticks  there  was  a  clarity  of 
pitch  and  a  precision  of  rhythm  unknown  on  modern  timpani.  Drummers  were 
expected  to  improvise,  to  elaborate  rhythms  on  held  notes,  rather  than  the  modern 
practice  of  rolling,  and  especially  to  fill  out  long  notes  at  cadences  with  shorter 
notes.  A  good  historical  example  of  this  practice  is  provided  by  Mozart's  edition  of 
Messiah,  in  which  Handel's  semibreves  in  the  timpani  part  are  replaced  by  quavers 
and  semiquavers,  just  as  Handel's  drummer  would  have  played  them,  a  tradition 
which  was  already  dying  out  in  Mozart's  time. 

Of  the  other  brass,  the  trombones  were  comparatively  little  used,  and  were  mainly 
church  instruments,  supporting  the  voices  as  in  the  Renaissance  (see  Plate  10),  with 
little  change  in  the  instruments.  Trombone  bells  were  still  of  much  thinner  metal 
than  today,8  and  instruments  were  still  loosely  jointed,  with  movable  or  telescopic 
stays,  rather  than  the  rigid  stays  between  the  joints  of  the  modern  instrument.  It  is 
clear  that  the  trombone  was  almost  unknown  in  Britain,  Handel  only  employing 
them  when  some  players  were  visiting  London  from  Germany. 

The  horn  was  only  beginning  its  orchestral  career  by  1700  (see  Plates  14  and  30), 
and  in  the  early  years  of  that  century  it  seems  to  have  been  a  fairly  raucous 
instrument,  used  mainly  for  hunting  effects.  Playing  technique  and  tone  quality 
improved  rapidly,  as  can  be  judged  by  comparing  Bach's  use  over  a  period  of  years. 
The  instrument,  which  was  narrow  in  bore  in  its  early  years,  became  somewhat 
wider,  and  as  a  result  considerably  more  mellow  in  tone,  by  the  third  or  fourth 
decade  of  the  century.  Like  the  trumpet,  only  natural  harmonics  were  available,  and 
because  the  bell  was  held  in  the  air,  the  same  harmonics  that  troubled  trumpet 
players  caused  difficulties  for  the  horn.  The  practice  of  inserting  the  hand  in  the 
bell  to  ameliorate  the  tone,  to  tune  difficult  harmonics,  and  to  fill  the  gaps  in  the 
overtone  series,  was  adopted  only  after  1750.  The  habit  of  modern  players  to  use 
their  hand  in  the  bell  in  Baroque  music  is  adopted  for  the  same  reasons  as  the  use 
of  finger-holes  on  trumpets.  The  result  is  also  the  same:  anachronistic  technique 
and  poor  tone  quality. 

We  are  beginning  to  appreciate  the  difference  of  the  sound  of  music  between  the 
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Baroque  and  the  later  periods  up  to  the  present,  but  as  yet  we  are  only  approaching 
the  realization  of  that  difference.  Many  of  our  players  arc  still  instinctively  falling 
back  on  the  techniques  which  they  acquired  as  children  and  in  their  early  training. 
Not  until  we  have  a  generation  of  players  trained  ab  initio  on  Baroque  instruments 
by  older  players  who  themselves  have  sloughed  off  their  early  training  shall  we  be 
really  in  the  ideal  position  of  hearing  the  sounds  which  the  composers  themselves 
heard  in  their  mental  ears  when  writing  the  music. 

Jeremy  Montagu 
The  Bate  Collection  of 
I  listorical  Instruments,  Oxford 


Notes 

1  Christ  Church,  Oxford,  music  ms.i  187,  the  whole  of  which  has  been  transcribed  in  various 
volumes  of  The  Galpin  Society  Journal,  from  vol.  i  (1948)  to  v  ol.  xvi  (1963)  . 

2  I.  Woodfield:  The  Early  History  of  the  Viol  (Cambridge,  1984). 

3  E.  Winternitz:  Gaudenzio  Ferrari:  his  school  and  the  early  history  of  the  violin  (1967). 

4  Advertised  in  Playford's  Introduction  to  the  Skill  of  Music  (London,  1664). 

5  Francois  Merlin  and  Jacques  Cellier:  'Recherchcs  de  Plusicurs  Singularites  (Paris  BN 
ms.fr.  9152). 

6  J.  E.  Altenburg:  Versuch  einer  Anleitung  zur  heroisch-musikalischen  Trompeter-  und  Pauker- 
kunst  (Halle,  1795;  translated  Edward  Tarr,  Nashville,  1974). 

7  G.  Fantini:  Modo  per  Imparare  a  sonare  di  Tromba  (Frankfurt,  1638;  facsimile  Nashville, 
1972). 

8  H.  G.  Fischer:  The  Renaissance  Sackbut  and  its  Use  Today  (New  York,  1984). 
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Stilo.  Style; ...  in  music  it  is  applied  to  the  way  in  which  each  individual  composes,  performs, 
or  teaches,  which  is  very  different  according  to  the  genius  of  authors,  lands,  and  nations,  as 

well  as  the  matters,  places,  times,  subjects,  expressions,  etc  Diverse  terms  have  arisen  to 

distinguish  all  of  these  different  characters,  such  as:  ancient  and  modern  styles;  Italian, 
French,  German  styles;  ecclesiastical,  dramatic,  chamber  styles;  gay,  playful,  florid  style; 
piquant,  suffering,  expressive  style;  grave,  serious,  majestic  style;  . . .  familiar,  popular,  low, 
servile  style  — 

Scbastien  de  Brossard,  Dictionaire,  1703 
(English  trans.  Albion  Gruber,  1982) 

At  the  beginning  of  the  18th  century,  Sebastien  de  Brossard  categorized  music 
according  to  several  criteria,  among  which  are  adherence  to  the  modern  or  'ancient' 
style,  national  origin,  function,  and  level  of  discourse.  Brossard's  dictionary  includes 
entries  for  various  forms  and  genres,  but  neither  he,  nor  any  other  Baroque  theorist, 
described  them  in  the  detail  Heinrich  Christoph  Koch  devoted  to  sonata  and 
concerto  form  late  in  the  18th  century.  Although  standard  designs  dominate  much 
Baroque  music,  specific  formal  plans  were  rarely  mentioned  except  as  departures 
from  a  norm:  thus  Johann  Mattheson  tells  us  in  Der  vollkommene  Capellmeister 
(1739)  that  the  canarie,  unlike  most  other  dances  he  knew,  should  cadence  on  the 
tonic  at  the  mid-point.  This  is  not  to  say  that  discussions  of  'how  to  compose'  are 
completely  lacking.  Beyond  instruction  in  the  rules  of  counterpoint,  several  writers 
proposed  that  composers  borrow  from  rhetorical  theory  to  solve  problems  posed  by 
the  emancipation  of  instrumental  music.  In  his  Synopsis  musicae  novae  (161 2), 
Johannes  Lippius  contended  that  composition  was  nothing  more  than  the  arranging 
of  musical  elements  in  imitation  of  a  text;  he  encouraged  the  composer  of  instru- 
mental music  to  imagine  an  appropriate  text  in  order  to  generate  a  coherent  form. 
Mattheson  thought  that  composers  should  employ  the  standard  oratorical  techniques 
of  invention,  arrangement,  elaboration,  and  presentation  of  an  argument;  he  com- 
pared cadences  of  different  weights  to  the  various  levels  of  punctuation  marking 
phrases  of  a  text  and  suggested  specific  musical  figures  to  parallel  the  rhetorical 
figures  employed  by  orators. 

Both  Mattheson  and  Johann  Scheibe  (Der  critische  Musikus,  1737-40)  compared 
musical  to  linguistic  discourse,  the  level  of  which  varied  according  to  the  require- 
ments of  particular  genres  and  occasions.  Just  as  one  might  make  an  argument  more 
or  less  elevated  according  to  the  occasion  or  medium,  one  might  use  the  same  aria 
or  sonata  in  church,  chamber,  or  theatre  simply  by  adapting  it  to  its  new  circum- 
stances. In  church  it  should  be  more  solemn,  in  the  chamber  more  finely  constructed, 
in  the  theatre  more  concerned  with  the  effect  to  be  appreciated  from  a  distance. 
Mattheson  claimed  that  many  'self-instructed  composers'  confused  these  distinct 
styles,  so  that  music  more  appropriate  to  the  chamber  or  theatre  was  performed 
unaltered  in  the  church,  offending  the  listener's  sense  of  order.  Whether  or  not  the 
adaptations  were  successful,  this  transferability  of  pieces  from  one  milieu  to  another 

370 

Copyrighted  material 


Forms  and  Genres 


may  explain  why  relatively  few  formal  plans  and  compositional  procedures  underlie 
Baroque  music. 

The  means  by  which  the  formal  designs  of  Baroque  music  are  articulated  include 
key  and  harmonic  progression,  melodic  content,  metre,  tempo,  homophonic  or 
contrapuntal  texture,  and  scoring.  Pieces  are  in  binary,  ternary,  and  rondo  or 
ritornello  forms;  or  they  are  constructed  over  cantus  firmus  melodies  or  ground 
basses.  Recitatives  and  many  solo  songs  were  constructed  by  wedding  the  music 
closely  to  the  text  according  to  the  seconda  prattica\  some  instrumental  works  such 
as  fantasias,  preludes,  and  toccatas  in  the  'stylo  phantastico'  were  subject  to  few 
preconceived  formal  constraints  and  were  expected  to  sound  improvisatory.  In  this 
chapter  I  shall  examine  each  of  these  formal  designs  and  procedures  individually 
before  turning  to  examples  of  liturgical,  instrumental,  and  dramatic  music  that 
illustrate  the  operation  of  these  same  principles  on  a  more  extended  scale.  One 
should  bear  in  mind  that  the  forms  were  not  static:  Monteverdi's  operas  are 
structured  very  differently  from  those  of  Vivaldi  or  Handel;  the  17th-century  suites 
of  the  French  lutcnists  and  harpsichordists  differ  in  many  respects  from  those  of 
Ramcau  and  J.  S.  Bach.  But  one  can  ordinarily  trace  the  development  of  procedures 
within  specific  genres,  their  transfer  between  genres,  and  the  interpenetration  of 
originally  distinct  national  styles. 

Binary  form 

Binary  form  brings  to  mind  Domenico  Scarlatti's  sonatas,  and  dance  movements 
such  as  those  from  Bach's  keyboard  and  orchestral  suites,  but  the  form  was  also 
widely  employed  in  the  mid- 17th  century.  For  example,  the  keyboard  dances  of 
Johann  Froberger  (1616-67)  are  all  in  two  sections:  the  first  closes  strongly  on  a 
non-tonic  harmony  (V  or  III);  the  second  returns  to  the  tonic  (sec  ex.  1).  There  is 

Ex.  1 

Froberger:  Allemande  in  E  minor  (1656) 


(a) 

bars  1  -  4 
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bars  28-30  I 


no  necessary  thematic  relation  between  the  two  halves  of  a  dance  (nor  is  there 
between  successive  dances  in  the  suite);  neither  is  there  usually  a  marked  contrast. 
The  two  halves  are  most  often  approximately  equal  in  length,  although  the  second 
is  sometimes  longer;  the  actual  number  of  measures  varies,  and  odd  numbers  are 
not  uncommon.  Contemporary  English  and  French  allemandes  for  solo  instrument 
or  ensemble  are  similar  to  those  of  Froberger,  but  many  later  examples  are  longer 
and  have  parallel  melodic  material  in  the  two  halves.  Bach  usually  begins  and  ends 
each  half  with  similar  material;  in  his  gigues  the  opening  idea  is  often  inverted  at 
the  start  of  the  second  part  (see  ex.  2). 


Ex.  2 

J.  S.  Bach:  Gigue,  English  Suite  in  G  minor 
(a) 


(b) 

bars  21-3 


Mr 


.7 


m 


The  dances  described  above  have  in  common  a  non-tonic  cadence  at  the  end  of 
the  first  half,  but  ensemble  dances  published  in  17th-century  Italian  prints  often 
preserve  the  tonic  harmony  throughout.  Thus  the  development  of  a  standard  two- 
part  form  was  not  entirely  dependent  on  the  harmonic  direction  away  from  and 
back  to  the  tonic  harmony,  although  that  harmonic  pattern  is  especially  well  suited 
to  the  binary  plan  and  was  the  one  most  frequently  adopted  in  the  18th  century. 
Binary  form  was  employed  outside  the  dance  as  well,  for  example  in  vocal  music 
and  in  the  keyboard  sonatas  of  Domenico  Scarlatti.  Within  the  standard  binary  form 
Scarlatti  employed  a  variety  of  compositional  procedures:  the  second  half  may  begin 
with  the  opening  material  transposed  to  the  dominant  or  with  contrasting  material 
(often  the  contrast  depends  on  texture);  occasionally  the  metre  changes;  often  the 
harmonic  progressions  are  somewhat  unexpected. 
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By  1675  most  of  the  common  dance  movements  (scored  for  solo  instrument, 
ensemble,  orchestra,  solo  voice  or  chorus)  were  in  binary  form,  usually  marked  by 
a  non-tonic  cadence  at  the  end  of  the  first  part.  In  early  17th-century  music  the 
form  is  less  predictable:  the  dances  presented  by  Negri  (Le  gratie  d'amore,  1602) 
usually  have  two  or  three  strains  and  as  many  repetitions  of  each  as  his  choreography 
required.  Three-strain  keyboard  dances  were  favoured  by  the  virginalist  composers 
in  late  16th-  and  early  17th-century  England;  many  of  these  move  away  from  the 
tonic  only  in  the  second  part.  Similar  three-strain  forms  arc  found  in  German 
ensemble  suites  such  as  those  of  Paul  Peuerl  (161 1),  and  in  mid-century  secular 
songs  of  Andreas  Hammerschmidt  (1642-3),  which  often  take  dance  rhythms  as 
their  starting  point.  But  in  18th-century  suites  of  dances  the  binary  form  was  rivalled 
only  by  the  French  composers'  use  of  the  rondo  (sec  below). 

17th-century  aria:  strophic,  ternary  and  rondo  forms 

Vocal  music  too  was  likely  to  be  in  a  standard  form  by  1700,  but  earlier  was  more 
variable.  The  earliest  operas  proceed  for  long  stretches  in  a  free  recitative  style,  the 
aim  of  which  was  simply  an  expressive  delivery  of  the  text.  Here  the  composer  was 
free  from  the  constraints  of  harmony  and  rhythm  imposed  by  the  regular  dance 
forms  and  by  the  traditional  ways  of  singing  poetry,  yet  the  singer  is  intimately 
connected  to  and  supported  by  the  accompanying  instrument.  In  the  early  17th 
century  the  line  between  recitative  and  aria  was  not  so  firm  as  the  one  we  know 
from  later  opera,  and  recitative  itself  was  much  more  varied.  Peri's  recitatives  in 
Euridice  (1600)  arc  sometimes  a  kind  of  heightened  speech  for  text  with  a  purely 
narrative  function,  but  he  also  wrote  more  melodic  and  expressive  passages  of 
recitative  (in  the  Annotaziom  supra  il  Compendio  de  generi,  e  de'  modi  delta  musica, 
1640,  Giovanni  Battista  Doni  cited  the  Lament 0  d'Arianna  of  Monteverdi  as  an 
example  of  such  expressive  recitative);  later  librettists  and  composers  would  have 
allocated  such  contemplative  texts  to  arias.  In  Monteverdi's  L'Orfeo  (Mantua,  1607) 
closed  aria  forms  are  already  common,  but  much  of  the  opera  still  proceeds  in 
recitative;  a  good  example  is  Orpheus'  reaction  to  the  announcement  that  Eurydice 

Ex.  3 

Monteverdi:  4Tu  sc'  morta',  L'Orfeo,  Act  II 

bars  1  -  5 

ORPHEUS 


Basso 
continue 


9 


r.i 


se'  raor 


1. 1 


I  n  organo  di  legno  e  un  chitarone 


se'    mor  -  ta    mla  vl 

ta                      ed      io      re  -  spl 
"7>  ^»  6  

If 

ro. 
a 

'  1   1  
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has  died  from  the  serpent's  bite  ('Tu  se'  morta',  in  Act  II;  see  ex.  3).  The  musical 
form  of  these  recitatives  is  not  predictable,  since  they  are  composed  line-by-line 
according  to  the  dictates  of  the  seconda  prattica,  in  which  music  follows  text  as 
closely  as  possible. 

The  solo  madrigals  of  Caccini  reflect  a  similar  approach  to  composition,  in  which 
the  considerations  related  to  the  text  are  more  important  than  those  on  the  purely 
musical  side.  However,  that  approach  was  readily  abandoned  in  favour  of  closed 
musical  forms  whenever  the  dramatic  context  permitted.  Monteverdi's  strophic 
setting  of  'Vi  ricorda  o  boschi  ombrosi'  in  the  first  act  of  L'Orfeo  is  an  example  of 
such  a  closed  form,  or  aria,  in  which  each  stanza  of  the  poem  is  sung  to  the  same 
music  (see  ex.  4).  The  setting  adopts  the  standard  way  of  singing  an  eight-syllable 
line,  borrowing  the  dance  rhythm  of  the  balletto  and  evident  in  vocal  music  as  far 
back  as  the  frottola  of  the  early  16th  century.  In  this  particular  aria,  the  first  phrase 
(both  music  and  text)  returns  to  produce  a  short  A-B-A'  form  within  each  of  the  four 
stanzas  of  the  poem;  the  stanzas  are  separated  from  one  another  by  an  instrumental 
ritornello,  which  is  itself  in  binary  form  (A-A'-B-B). 

Ex.  4 

Monteverdi:  'Vi  ricorda  o  boschi  ombrosi',  L'Orfeo,  Act  I 


*  ..5 

f  0 

4  '  '  - 

ORPHEUS    VI  ri-eor-dao boschi om- 


B 


¥ 


9  * 


-bro  -    si  Vi     ri  -  cor  -  dap    bo  -  schijim  -  bro  -  si 


de'  miol  lungh' 


spri  tor 


* 


=4= 


v 


-  men  -  U         quan-do  i    sas  -  sijii    miei  la 


men  -  ti 


ri  -  spon-dean        fat  -  ti 


pie  - 


A 

*  m 

B  e 


1  * 


-  to    -  8i 


Vi    ri  -  cor  -  da  o  bo  -  sch'om-  bro  -  si,      vi    ri  -  cor  -  da  o  bo  -  sch'om-bro  -  si. 


In  other  17th-century  Italian  arias,  the  final  section  of  each  stanza  might  be 
repeated  to  produce  an  A-B-B'  form,  with  successive  stanzas  again  separated  by 
an  instrumental  ritornello.  Many  of  Cavalli's  arias  for  Venetian  operas  adopt  one  of 
these  two  forms  {A-B-A  or  A-B-B);  most  were  in  triple  metre,  and  they  were 
often  closely  related  to  the  sarabande  or  to  other  dances.  The  two  stanzas  of  'Nudo 
Arciero'  (from  Scipione  Africano,  Venice,  1664),  in  A-B-B  form,  are  separated  by 
an  instrumental  ritornello  built  over  the  same  repetitive  bass  pattern  (or  ostinato) 
which  supports  the  vocal  material;  in  the  ritornello  the  ostinato  is  altered  to  permit 
an  internal  cadence  on  the  relative  major  (III,  see  ex.  5).  The  same  instrumental 
passage  concludes  the  aria. 
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Ex.  5 

Cavalli:  lNudo  Arciero',  Sapione  Afrtcano,  Act  I 


Kriclea 


Nu  -  do  Ar  -  clc  -  ro  vi 
0       0   Plf  0    ,f      f  f»*    i  .... 


bra  lilar 


dl  ad  al-tro 


a 


;     f  r 


Trou    -    po      fie  -  ro, 


trop  -    poac-cer  -  bo 

"  r  ill/ 


 ^~     !  :*'  "         *    /    V  \  ■ 


e'l  tuo 


ve  -    I  en 


Vo  -  glial  -  tro     -    ve  l'a-li,e'l  pie 


gi 


V:. 


5 


te  -  ne  clc -co       Di     -     o  lun 


da  me 


B 

|f 

g  E  b  p  ir    r  r-rr      r    f  :— l 

Va  - 

tc  -  nc    cie-co       Dl    -     o      lun         -                   gl            da  mc. 

^  r  r  r  K 

3»" 
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Kitornello 


j»r  rr"\-  ;;.;r  r  •  r  r  i 


l — i  i--r? 


I  r  r  r ;  r  I 


UI 


3fe 


Text 


'Nudo  Arciero',  Niccolo  Minato  set  by  Cavalli  (1664) 

Tonal  area 


Nudo  Arciero  vibra  i  dardi  ad  altro  sen 
Troppo  fiero,  troppo  accerbo  c'il  tuo  vclen 
Vogli  altrove  l'ali,  e'il  pie 
Vatene  cieco  Dio  lungi  da  me 
Vatene  cieco  Dio  lungi  da  me. 
Ritornello 


Mustcal  form 
A 


B 
B 


modulates  toward  v 

v 

1 

i  ...  Ill  ...  i 


(Naked  archer,  hurl  your  arrows  at  another  breast 
Too  haughty,  too  tart  is  your  potion 
Turn  your  wings  and  feet  elsewhere 
Go  far  away  from  me  sightless  God.) 

Toward  the  end  of  the  century  the  musical  setting  was  further  expanded.  Cavalli 
had  often  repeated  more  than  one  line  of  text,  and  later  composers  restated  entire 
sections.  Of  the  two  basic  aria  forms  (A-B-B  and  A-B-A),  it  was  the  latter  that 
came  to  dominate  the  serious  Italianate  opera  of  the  18th  century,  and  penetrated 
other  genres  as  well.  In  the  operas  of  Alessandro  Scarlatti  this  da  capo  aria  began 
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to  be  especially  prominent;  'Agitata  da  fiera  procella'  (from  La  Griselda,  Rome, 
1 721)  provides  a  good  example,  in  which  the  two  parts  of  the  text  present  contrasting 
ideas,  reflected  in  the  music  by  a  change  of  key  and  more  frequent  modulation  in 
the  B  section.  In  other  arias  reduced  scoring  in  the  B  section  further  differentiates 
it  from  the  opening  material.  Here  Scarlatti  expanded  the  simpler  A-B-A  form  he 
had  inherited  by  beginning  with  a  two-fold  statement  of  the  A  section,  the  first 
modulating  to  the  dominant  and  the  second  returning  to  the  tonic,  in  a  structure 
recalling  that  of  binary  dances.  But  in  the  aria,  instrumental  ritornellos  introduce 
and  separate  the  two  halves  of  the  A  section's  binary  design  (ex.  6a  shows  the 
opening  ritonello  and  vocal  incipit). 

'Agitata  da  fiera  procella',  Apostolo  Zeno  set  by  A.  Scarlatti  (1721) 


A      Agitata  da  fiera  procella 

in  quel  prato  languiva  una  rosa 
che  pomposa 

tra  lc  rose  sembrava  una  Stella. 

B       Ma  cessato  quel  ncmbo  fatale 
ripigliava  il  suo  fasto  rcale 
e  vestita  di  por  porpora  e  d'oro 
scintillava  piu  altera  c  piu  bella. 

A      Agitata  . . . 


Shaken  by  a  violent  storm 
in  that  field  languished  a  rose 
so  magnificent 

among  the  roses  it  seemed  a  star 

But  when  that  fatal  cloud  cleared 
she  returned  to  her  regal  pride 
and  dressed  in  purple  and  gold 
she  shone  loftier  and  more  beautiful 

Shaken  . . . 


Text  Musical  form  Tonal  area 

(Ritornello)  /?,  i 

Agitata  ...  Ax  modulates  to  V 

(Ritornello)  R2  V 

Agitata  ...  A2  modulates  to  i 

(Ritornello)  /?,  i 

Ma  cessato ...  B  modulates  to  1 1 1 


Agitata  ...  (Da  capo) 


Compared  to  Cavalli's  relatively  syllabic  setting  of 'Nudo  Arciero',  'Agitata'  includes 
many  more  long  melismas  on  single  syllables,  one  indication  of  the  expansion  of  the 
role  of  music  beyond  the  minimal  requirements  of  the  text.  The  shorter  B  section, 
which  moves  from  a  stong  cadence  on  the  dominant  minor  to  the  relative  major,  is 
confined  to  one  complete  statement  of  the  text,  and  includes  the  inevitable  rising 
sequence  on  'altera'  as  a  final  gesture  before  the  ritornello  returns  to  the  tonic  for 
the  da  capo  (see  ex.  6b).  Just  as  the  binary  dance  became  the  primary  component 
of  the  Baroque  suite,  the  da  capo  aria  dominated  opera  and  cantata  in  the  18th 
century. 

Not  until  the  18th  century  did  Ramcau  and  other  French  composers  include  da 
capo  arias  (which  they  called  ariettes)  along  with  the  binary  and  rondo  forms  (A- 
B-A-C-A)  Lully  had  favoured.  The  vocal  rondo  is  found  beyond  opera  and  outside 
France  as  well,  for  example  among  Purcell's  songs  ('I  attempt  from  love's  sickness'). 
French  composers  often  employed  the  rondo  not  only  for  vocal  music,  but  also  for 
instrumental  dances  (for  keyboard,  lute,  melody  instrument,  or  larger  ensemble)  in 
which  the  opening  (A)  section  was  termed  the  rondeau  and  the  contrasting  sections 


383 


Copyrighted  material 


Forms  and  Genres 
Ex.  6 

A.  Scarlatti:  'Agitata  da  fiera  procella',  La  Griselda,  Act  II 

(a)  bars  I  -  1 1 


Vi»ace 


U    ■  1 

w  

r  -ij- 

Tl±rfzB 

y-  *  •  ^ 

^    J   J    J  J  

-  Ul 

-  ta       d;i        fie  -  ra        pro  -  eel  -  la 

(5,  C, . . .),  the  couplets.  The  minuet  was  especially  likely  to  be  en  rondeau,  but  other 
dances  were  also  cast  in  that  form.  The  brief  'Rondeau-gayemcnt',  a  minuet  from 
Francois  Couperin's  Huitieme  Ordre  (1716-17),  is  typical:  the  couplets  cadence  on 
non-tonic  harmonies  and  are  of  differing  lengths.  The  same  suite  contains  a  massive 
'Passacaille'  in  rondo  form,  with  eight  sharply  contrasted  couplets,  illustrating  just 
how  far  this  simple  idea  could  be  extended  and  what  diverse  characters  it  could 
assume  within  a  single  suite. 
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Ex.  6(b) 

bars  88-94 


piu  al  -  to  -  -  -  -  -  ra 


The  ground  bass 

Couperin  used  the  term  passacaille  to  refer  to  a  piece  in  rondo  form,  while  the 
Italians  and  others  meant  by  passacaglia  a  piece  constructed  over  a  four-note 
descending  bass  (or  an  elaboration  of  that  pattern);  this  terminological  complexity 
is  typical  of  Baroque  music  from  different  countries,  periods,  or  genres.  The  ground 
bass  (of  which  the  Italian  passacaglia  is  an  example)  was  employed  by  Baroque 
composers  of  many  nationalities  in  both  vocal  and  instrumental  music.  When  each 
repetition  of  the  bass  supports  a  new  stanza  of  the  poem,  the  resulting  form  is  a 
strophic  variation:  strophic  because  each  stanza  is  set  to  the  same  bass  or  harmonic 
progression,  but  varied  because  the  vocal  line  in  each  stanza  is  new.  Monteverdi's 
setting  of  'Possentc  spirto',  the  aria  in  which  Orpheus  pleads  with  Charon  for 
transport  across  the  river  Styx,  is  a  strophic  variation  in  which  the  instrumentation 
and  Orpheus'  melodic  line  vary  substantially  from  stanza  to  stanza. 

Shorter  grounds  were  also  common,  but  of  course  did  not  support  an  entire  stanza 
of  poetry.  Cavalli's  'Nudo  Arciero'  (ex.  5)  is  entirely  constructed  over  a  four-measure 
ostinato,  which  occasionally  modulates  to  the  dominant  or  the  relative  major.  Cavalli 
was  particularly  noted  for  his  laments,  constructed  over  the  descending  passacaglia 
bass  (through  the  interval  of  a  perfect  fourth,  for  example,  A-G-F-E).  That 
particular  bass  pattern  became  so  closely  associated  with  the  lament  context  that 
Bach  could  use  it  in  the  Capriccio  sopra  la  lontananza  del  suo  fratello  dilettissimo 
(Capriccio  on  the  Departure  of  his  Most  Beloved  Brother,  BWV992)  for  keyboard  in 
the  expectation  that  the  performer  and  listener  would  grasp  immediately  the  emotion 
being  expressed.  Purcell  made  especially  frequent  use  of  the  lament  (for  example  in 
'When  I  am  laid  in  earth',  from  Dido  and  Aeneas)  and  other  ground  bass  patterns 
in  both  vocal  and  instrumental  music. 

Composers'  use  of  ostinato  basses  reflects  a  long  tradition  of  improvising  sets  of 
variations  over  borrowed  melodies  or  harmonic  progressions,  described  in  instru- 
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mental  tutors  from  the  end  of  the  16th  century;  in  that  tradition  Christopher 
Simpson  and  other  English  composers  wrote  'divisions'  for  viola  da  gamba. 
Frescobaldi's  Partita  sopra  Faria  delta  Romanesca  for  keyboard  is  similar,  in  that 
repetitions  of  the  traditional  Romanesca  pattern  support  successive  variations.  As 
in  Bach's  Goldberg  V ariations  (BWV988),  the  bass  line  is  not  necessarily  restated  ex- 
plicitly in  each  section;  only  the  basic  harmonic  progression  is  repeated.  In  the 
Goldberg  Variations,  each  statement  of  the  harmonic  progression  supports  a  binary 
form  articulated  by  movement  away  from  and  back  to  the  tonic,  another  example 
of  a  particular  combination  of  two  independent  compositional  principles,  those  of 
variation  over  a  ground  and  binary  form. 

Cantus-firmus  structures 

Related  to  the  melodic  ground  bass  is  the  cantus  firmus:  a  borrowed  melodic  line 
employed  to  support  a  set  of  variations,  but  often  placed  in  the  middle  of  the  texture 

Ex.  7 

Scheidt:  Jesus  Christus  unser  Heiland 
(a) 

Chorale 


 1 — -/- 

JJ   0 — 

J  <?  «J  - 

 0  —   

1,v      0  0 

-        '»    u  J 

Je  -  sus        Chri       -       stus,    un-ser     Hei       -        land,      der  von    uns  den  Got-  les  -  zorn 


T~T~r, 


,j    a  "  


wandt,  durchdas  bit-tre  Lei -den  sein 


half      er    uns   aus    der  Hbl       -       le  Pein. 


i 


cantus  firmus 
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cantus  flrmus 


(c) 


Verse  1 
bars  1  -  7 


rather  than  in  the  bass.  One  thinks  first  of  sets  of  chorale  variations  by  such  17th- 
century  organists  as  Sweelinck  and  Pachelbel.  Samuel  Scheidt,  a  pupil  of  Sweelinck, 
included  sets  of  variations  on  chorale  melodies  and  Gregorian  chant  in  his  Tabulatura 
nova  (1624).  Jesus  Christ  us  unser  Ileiland  (to  be  played  during  Communion)  begins 
with  a  chorale  motet,  to  which  we  will  turn  in  a  moment,  but  most  of  the  variations 
state  the  chorale  tune  in  long  notes  around  which  the  other  voices  weave  more  active 
material  (see  exx.  7a  and  b).  Here  the  principle  of  design  is  to  vary  the  number  and 
character  of  the  contrapuntal  parts  added  to  each  repetition  of  the  cantus  Jirmus,  and 
to  vary  the  position  of  the  cantus  Jirmus  in  the  texture,  both  practices  inherited  from 
Renaissance  vocal  music;  the  freely  composed  parts  often  make  reference  to  the 
cantus  Jirmus.  Sweelink's  and  Scheidt's  variations  on  tunes  such  as  4Est-ce  Mars', 
in  which  the  borrowed  melody  moves  from  voice  to  voice  of  the  keyboard  texture, 
constitute  a  secular  parallel  to  the  chorale  variations  for  organ. 

These  composed  variations  stem  from  a  tradition  of  improvisation  among  organ- 
ists. That  is  the  spirit  in  which  one  should  regard  Cabezon's  Magnificat  verses,  for 
example  -  they  were  models  for  what  the  organist  should  play  rather  than  pieces  to 
be  reproduced  as  they  stand.  Descriptions  of  trials  that  applicants  for  organ  posts 
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in  Hamburg  and  elsewhere  had  to  face  include  similar  exercises  in  improvisation. 
Such  cantus  firmus  structures  are  not  confined  to  instrumental  music,  nor  to  strict 
variation  forms:  in  his  Vespers  of  1610  Monteverdi  assigned  the  cantus  firmus  (in 
this  case  a  psalm  tone)  to  one  of  the  voice  parts  in  each  section  of  the  work;  around 
the  psalm  tone  he  constructed  settings  of  the  Vespers  psalms  for  as  many  as  ten 
voices  divided  into  two  choirs.  In  the  'Sonata  sopra  Sancta  Maria'  from  the  same 
collection  the  sopranos  sing  the  cantus  firmus  while  pairs  of  instruments  play  virtuosic 
dialogues  around  them. 

Imitative  contrapuntal  compositions 

Another  prominent  use  of  the  chorale  tune  in  17th-century  Germany  treated  each 
of  its  phrases  in  points  of  imitation,  as  in  the  opening  two  sections  of  Scheidt's  Jesus 
Christ  us  unser  Heiland.  In  contrast  to  its  role  in  the  verses  3  to  5  (ex.  7b),  the 
borrowed  melody  here  becomes  indistinguishable  from  the  rest  of  the  texture  (ex. 
7c).  Bach  and  other  18th-century  organists  drew  on  both  improvisatory  traditions 

Ex.  8 

J.  S.  Bach:  The  Well-Tempered  Clavier,  II,  Fugue  in  E  major 
(a) 


bars  1  -  9 
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(the  cantus  yirrmKs-variation  and  the  chorale  motet)  in  their  chorale-based  com- 
positions for  organ.  Of  course,  some  contrapuntal  pieces  have  no  borrowed  material 
at  all:  the  fugue  is  the  most  obvious  example  and  Bach  the  composer  whose  works 
are  of  greatest  interest.  He  preserved  the  German  gearbeitet  (literally,  worked),  or 
serious  style  even  as  his  contemporaries  were  abandoning  such  counterpoint  in 
favour  of  simpler,  treble-dominated  textures.  The  fugue  is  more  a  procedure  than 
a  formal  plan:  one  can  expect  each  voice  to  enter  with  a  version  of  the  subject  on 
the  tonic  or  the  dominant,  but  after  the  exposition  the  course  of  a  fugue  cannot  be 
predicted  in  detail.  In  the  E  major  fugue  from  the  second  volume  of  The  Well- 
tempered  Clavier  the  four  voices  enter  without  interruption,  and  this  short  exposition 
ends  on  the  dominant  after  a  mere  nine  measures  (see  ex.  8a). 

The  interest  of  the  rest  of  the  piece  lies  in  observing  the  clever  constructions  the 
composer  invents  by  changing  the  time  interval  between  the  subject  and  its  imitation; 
perhaps  inverting  the  subject;  changing  the  pitch  interval  at  which  the  imitation 
occurs;  or  otherwise  manipulating  the  subject.  Later  in  the  same  fugue,  for  example, 
Bach  imitates  the  subject  after  one-  or  even  half-measure  intervals,  reduces  its  note 
values,  and  inverts  it  against  the  unaltered  version  (see  ex.  8b). 

Bach's  use  of  cut  time  in  this  particular  piece  and  its  strict  limitation  to  material 
drawn  from  the  opening  measures  recall  the  ricercares  of  Froberger  and  other  17th- 
century  organists:  the  'white  notes'  at  the  outset  alert  one  to  expect  an  especially 
serious  and  rigorous  treatment,  in  fact  an  old-fashioned  treatment.  Certainly  a  long 
tradition  precedes  Bach's  fugues;  similar  contrapuntal  procedures  are  to  be  found 
in  the  variation  canzona,  the  ricercare,  Spanish  ticnto,  the  English  fantasia  and 
Scheidt's  Jesus  Christus.  The  canzona  and  English  fantasia,  for  keyboard  or  ensemble, 
tend  to  be  constructed  of  sections  delineated  by  means  of  textural  and  thematic,  as 
well  as  metre  changes;  but  at  least  some  of  the  sections  are  ordinarily  quite  contra- 
puntal, if  not  fugal. 

'Stilo  phantastico' 

Having  briefly  surveyed  binary,  ternary,  rondo,  ground  bass,  cantus Jirmus,  and  fugal 
constructions,  we  turn  now  to  the  'freely'  composed  instrumental  pieces:  for  example, 
Frescobaldi's  toccatas,  Louis  Couperin's  unmeasured  preludes,  and  C.  P.  E.  Bach's 
fantasias.  According  to  C.  P.  E.  Bach,  fantasias  are  free  compositions  because  the 
composer  or  performer  is  constrained  not  by  melody  or  text,  but  only  by  harmonic 
considerations.  Indeed  in  the  Essay  on  the  True  Art  of  Playing  Keyboard  Instruments 
(1753)  he  gives  a  set  of  instructions  for  inventing  a  fantasia  in  which  one  begins  by 
notating  a  figured  bass  to  serve  as  a  harmonic  plan.  Although  this  harmonic  plan 
may  not  be  obvious  on  first  hearing  and  the  modulations  may  be  abrupt,  even  the 
strangest  of  his  fantasias  exhibits  a  certain  harmonic  logic.  The  unmeasured  preludes 
of  the  French  keyboard  and  lute  composers  are  similar:  Louis  Couperin's  short 
prelude  in  A  minor  is  an  elaboration  of  a  very  straightforward  progression  through 
the  dominant  and  the  relative  major  in  that  key  (see  ex.  9).  The  notation  in  whole 
notes  (preserved  in  this  modern  edition)  leaves  the  player  free  to  make  his  way 
without  metric  constraint  from  one  chord  to  another,  although  sequentially  repeated 
melodic  fragments  begin  to  emerge  after  a  few  playings  or  hearings  and  tend  to 
regularize  even  these  'unmeasured'  compositions. 

The  Intonazioni  of  Giovanni  and  Andrea  Gabrieli  have  been  shown  to  be  based 
on  psalm  tones,  and  a  few  of  Frescobaldi's  toccatas  may  respond  to  a  similar  analysis, 
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Ex.  q 

Louis  Couperin:  Prelude  en  la  mineur 


but  in  general  the  toccatas  are  free  of  borrowed  material.  In  the  prefaces  to  his 
volumes  of  toccatas  (1615,  1627)  Frescobaldi  suggests  that  the  performer  may 
conclude  at  any  convenient  cadence.  Such  an  instruction  is  a  further  reminder  of 
the  improvisatory  tradition  in  which  organists  ordinarily  functioned,  partly  out  of 
their  need  to  fill  the  church  with  sound  to  cover  specific  actions,  and  to  stop  when 
those  actions  were  completed. 

Some  of  Louis  Couperin's  preludes  contain  measured,  contrapuntal  material 
framed  by  two  unmeasured  sections;  the  toccatas  and  preludes  of  Froberger,  Bux- 
tehude,  and  Bach  consist  of  increasingly  lengthy  sections  in  similarly  contrasted 
styles,  reminiscent  of  the  alternation  between  recitative  and  aria  in  vocal  music. 
Thus  the  section  marked  'con  discrezione'  from  the  Toccata  in  D  major  (BWV912) 
modulates,  as  do  many  recitatives,  from  the  close  of  the  previous  section  in  F-sharp 
minor  toward  the  D  major  of  the  final  fugue.  Its  elaborate  and  erratic  melody  is 
supported  by  some  startling  and  dramatically  expressive  harmonic  progressions;  the 
course  of  the  section  is  much  less  predictable  than  that  of  the  ensuing  fugue.  Another 
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example  of  such  declamatory  instrumental  writing  forms  the  middle  movement  of 
Vivaldi's  concerto  for  violin  and  strings: 


Ex.  io 

Vivaldi:  Concerto  for  violin  and  strings  (RV208,  second  movement) 

bars  139-44 


Solo 
violin 


Basso 
continue 


Grave  Heetuulve 


m 


i) 


(solo) 


f  f  *  *S# 


fas*. 

#  4 

j  1 

3  3 

Such  dramatic  passages  encourage  us  to  recall  Lippius's  suggestion  that  one  imagine 
an  appropriate  text  in  order  to  compose  instrumental  music;  more  generally  they 
reflect  the  degree  to  which  instrumental  and  vocal  music  remained  closely  inter- 
twined even  in  the  i8th  century. 

The  Church:  concertato  style 

One  of  the  most  important  principles  of  Baroque  music  is  that  of  concertato  style, 
in  which  vocal  and  instrumental  forces  are  combined  and  contrasted.  The  origins 
of  the  concertato  style  are  in  the  polychoral  motets  of  Andrea  and  Giovanni  Gabrieli 
and  in  the  development  of  the  basso  continuo  in  the  works  of  composers  such  as 
Viadana  around  the  beginning  of  the  17th  century.  The  polychoral  motet  progressed 
by  means  of  contrast  between  differently  constituted  and  physically  separated  choirs 
of  voices  (cori  spezzati),  which  might  be  doubled  or  replaced  by  instruments.  Often 
the  choirs  represented  different  pitch  registers.  Besides  juxtaposing  the  separate  and 
merged  choirs,  changes  of  metre  and  of  texture  (contrapuntal  r.  homophonic) 
delineated  sections  of  such  motets;  particularly  common  was  the  use  of  a  recurring 
'Alleluia'  in  triple  metre.  Gradually,  the  choirs  began  to  be  contrasted  not  only  in 
register  and  by  means  of  specific  assigment  to  different  instrumental  forces,  but  also 
by  means  of  a  greater  virtuosity  in  some  parts,  assigned  to  the  coro  favorito,  or 
soloists,  accompanied  by  the  basso  continuo.  Gabrieli's  In  ecclesiis  (published  in  161 5 
just  after  the  composer's  death),  combines  various  of  these  elements:  scored  for  a 
four- voice  coro  favorito,  a  cappella  (or  choir)  of  four  parts,  and  a  six-part  instrumental 
ensemble,  the  motet  is  built  in  several  sections  for  one  or  two  voices  with  continuo, 
separated  by  'Alleluia'  refrains  for  soloists  and  the  choir,  an  instrumental  sinfonia, 
and  a  final  section  for  the  entire  ensemble.  In  a  few  late  works  Gabrieli  even 
abandoned  the  idea  of  separate  choirs  in  favour  of  freer  combinations  of  small  groups 
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of  voices  and  instruments  juxtaposed  to  each  other  and  to  the  entire  ensemble 
{Jubilate  Deo  is  a  good  example). 

Monteverdi,  who  began  his  tenure  at  S  Marco  in  Venice  just  as  Gabrieli's  career 
was  coming  to  an  end,  employed  and  expanded  the  resources  of  the  concertato  style. 
In  some  works  he  and  his  contemporaries  designated  the  cappella  or  instrumental 
ensemble  as  optional  (see,  for  example,  the  table  of  contents  to  Selva  morale  e 
spirituale,  1641),  but  contrast  of  some  type  remained  essential:  between  soloists  and 
cappella,  or  instruments  and  voices,  or  soloists  and  small  ensembles.  Laudate  pueri 
primo  'a  5  concertato  con  due  Violini'  may  serve  as  an  example  of  this  mature 
concertato  style.  Many  concertato  motets  of  this  period  are  composed  of  varying 
solo  and  tutti  statements  of  each  line  culminating  in  a  final  tutti,  in  no  very 
predictable  pattern;  but  Laudate  pueri  is  arranged  in  a  rondo-like  form,  defined  by 
repetitions  of  the  opening  text  (always  assigned  to  the  two  tenors),  and  by  texture 
and  metre  changes. 


Ground  plan  of  Monteverdi's  Laudate  pueri 
(a  5  concertato  con  due  Violini) 


Psalm 

Text 

Musical  content  and  scoring 

Metre  and 

verse 

incipit 

harmonic  goal 

1 

Laudate  pueri 

A 

tenors 

C 

I 

2 

Sit  nomcn 

B 

sopranos,  in  dialogue  with  violins 

3 

I 

I 

Laudate  pueri 

A 

tenors 

C 

I 

3 

A  solis  ortu 

B 

bass  dialogue  with  violins 

3 

I 

4 

Excelsus 

sopranos  dialogue  with  bass  and 

3 

I 

violins 

1 

Laudate  pueri 

A 

tenors 

C 

IV 

5 

Quis  sicut 

B 

bass  and  violins  dialogue  with 

3 

II 

sopranos;  tutti  conclusion  (without 

tenors) 

6 

Suscitans 

tutti,  homophonic;  violins  doubling 

C 

II 

7 

Ut  collocet 

B 

bass,  violins,  and  sopranos  dialogue 

3 

V 

8 

Qui  habitare 

more  dialogue,  melismatic 

C 

facit  sterilem 

B 

tutti  conclusion  (without  tenors) 

3 

II 

Gloria 

tenors  (melismatic) 

C 

V 

1 

Laudate  pueri 

A 

I 

Semper, 

B 

Sopranos,  bass,  and  violins  in 

3 

IV 

et  in  saecula  . . . 

dialogue  with  tenors,  then  tutti 

in  saecula  . .  Amen. 

C 

1 

Most  of  the  psalm  text  is  stated  in  the  triple-metre  sections,  which  are  similar 
enough  musically  to  give  a  feeling  of  return.  ('A  solis  ortu'  for  bass  and  violins  is 
actually  a  strophic  variation  of  'Sit  nomen'.)  The  first  four  triple-metre  sections 
variously  juxtapose  voices  and  instruments;  the  two  tenors  return  several  times  to 
the  opening  text  and  melodic  material,  even  interrupting  their  elaborate  statement 
of  the  'Gloria  Patri'.  Yet  the  text  as  a  whole  hardly  dictates  the  form;  Monteverdi 
has  repeated  the  opening  phrase  almost  at  will  and  the  large-scale  tonal  movement 
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to  A  minor  for  the  last  four  psalm  verses  creates  some  sense  of  a  w  ork  in  three  large 
sections,  in  which  the  Gloria  not  only  concludes  the  psalm,  as  expected,  but  brings 

us  back  to  the  opening  harmonic  area. 

One  of  Vivaldi's  settings  of  laudate  pueri  makes  an  instructive  comparison.  In 
contrast  to  Monteverdi's  relatively  continuous  setting,  Vivaldi's  composition  is 
divided  into  nine  separate  movements  for  soprano  and  strings  (with  oboes  added  at 
the  opening,  and  a  transverse  flute  in  the  Gloria).  The  contrast  between  successive 
movements  depends  on  key,  metre,  and  tempo  changes.  The  piece  is  considerably 
longer  than  Monteverdi's,  and  seems  to  employ  a  greater  variety  of  musical  styles, 
although  the  limitation  to  one  soprano  means  there  cannot  be  the  contrast  in  vocal 
register  and  texture  employed  by  Monteverdi,  and  still  found  in  other  18th-century 
sacred  music. 

Ground  plan  of  Vivaldi's  Laudate  pueri 


Verse 

Text 

Key 

Metre 

Tempo 

1 

Laudate  pueri 

G  major 

2/4 

allegro  non  molto 

2 

Sit  nomen 

E  minor 

3/4 

allegro 

3 

A  solis  ortu 

D  major 

C 

andante 

4 

Excelus  . . . 

B  minor 

12/8 

larghetto 

5 

Quis  sicut 

6 

Suscitans 

G  major 

3/8 

allegro  molto 

7 

Ut  collocet . . . 

C  major 

2/4 

allegro 

8 

Qui  habitarc 

Gloria 

A  minor 

C 

larghetto 

Sicut  erat 

G  major 

2/4 

allegro 

Amen 

G  major 

3/8 

allegro 

In  the  inner  movements,  the  vocal  passages  are  all  in  binary  form,  the  two  halves 
framed  by  three  instrumental  ritornellos.  In  most  cases  the  two  vocal  sections  simply 
state  and  restate  the  same  psalm  verse,  although  twice  two  verses  are  set  as  one 
movement.  The  usual  structure  is  as  follows: 

Ritornello  1  1 

Solo  1  modulates  to  V  or  III 

Ritornello  2  V  or  1 1 1 

Solo  2  modulates  back  to  I 

Ritornello  3  I 

The  second  and  third  ritornellos  are  much  shorter  than  the  first,  and  are  tonally 
stable.  In  most  cases  the  first  violin  simply  doubles  the  voice,  but  in  the  Gloria,  the 
flute  and  voice  are  treated  as  joint  soloists  in  a  texture  similar  to  that  of  a  trio  sonata 
for  two  trebles  and  basso  cont\nuo\  the  flute  and  upper  strings  prov  ide  the  ritornellos. 
The  'Sicut  erat'  is  a  considerably  shortened  version  of  the  opening  movement. 

The  outer  movements  are  more  extended,  with  four  tutti  and  three  solo  sections. 
The  opening  ritornello  of  the  Laudate  pueri  is  itself  a  complete  binary  form,  but 
subsequent  ritornellos  in  the  first  movement  are  considerably  shortened  (from  27 
measures  to  six,  five,  and  four  bars,  respectively);  the  solo  sections  remain  closer  to 
the  first  one  in  length  (30,  18,  and  36  bars).  The  first  two  solo  sections  modulate  to 
the  dominant  and  the  supertonic  respectively,  while  the  last  remains  in  the  tonic, 
the  return  to  the  opening  material  and  key  having  been  prepared  by  the  penultimate 
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ritornello.  Throughout,  the  voice  is  accompanied  by  the  basso  continuo,  fragments 
of  the  ritornello,  or  is  simply  doubled  by  the  first  violin.  We  shall  see  that  Vivaldi's 
solo  concertos  employ  procedures  strikingly  similar  to  those  in  Laudate  pueriy  another 
reminder  of  the  myriad  interconnections  between  vocal  and  instrumental  music. 

The  Chamber:  sonata,  suite,  and  concerto 

Independent  instrumental  music  such  as  the  sinfonias,  sonatas,  and  canzonas  com- 
posed for  ensembles  to  play  in  church  or  home,  or  as  introductions  to  operas,  were 
at  first  a  varied  lot.  Salamone  Rossi  published  four  collections  of  sonatas,  sinfonias, 
and  dances  (1607-22),  in  which  the  sinfonias  were  rather  short  pieces,  often  in  a 
binary  form  defined  by  strong  tonic  cadences.  The  sonatas,  all  for  two  violins 
(or  cornetts)  and  chitarrone,  were  of  two  types:  short  binary  pieces,  sometimes 
incorporating  metre  changes  (usually  ||:  c  :j|:  3.  .  .c  #  ),  or  variations  constructed  over 
a  ground  bass  pattern,  often  named  in  the  title  (as  in  Sonata  sopra  Taria  della 
Romanesca,  161 3). 

Other  composers  wrote  sonatas  more  dependent  upon  the  tradition  of  the  poly- 
phonic canzona.  The  labels  sonata  and  canzona  were  at  first  applied  somewhat 
arbitrarily,  and  to  some  extent  reflect  the  occupation  of  the  composer  rather  than 
anything  intrinsic  to  the  music  (organists  wrote  canzonas,  virtuoso  performers  wrote 
sonatas).  Some  composers  incorporated  in  their  sonatas  not  only  aspects  of  the 
traditional  canzona  style  but  also  of  the  stile  moderno,  borrowed  from  the  modern 
concerted  madrigal;  Dario  Castello  published  two  volumes  of  such  sonatas  (1621, 
1629).  Sonata  8  from  the  second  volume,  for  unspecified  treble  instrument  (probably 
cornett  or  violin),  bassoon  or  bass  violin,  and  organ  or  harpsichord  (for  the  continuo), 
reflects  elements  of  both  the  canzona-tradition  and  the  modern  style  (see  ex.  1 1 ). 
The  piece  consists  of  several  sections  marked  by  changes  of  metre,  tempo,  harmonic 
goal,  and  melodic  material.  It  has  many  similarities  to  the  canzona:  the  opening 
rhythm  (j  /]),  the  imitative  texture  of  many  sections,  the  recapitulation  of  the 
opening  material  at  the  end;  but  the  expressive  adagio  that  forms  the  third  section 
would  not  be  found  in  a  canzona,  nor  would  the  lev  el  of  virtuosity  be  as  high  as  it  is 
here.  It  is  important  to  note  that  the  separate  sections  do  not  constitute  independent 
movements  in  the  same  sense  as  do  those  of  a  later  sonata.  Castello's  sonatas  are 
better  regarded  as  one-movement  pieces  in  several  sections,  some  of  which  are  quite 
short  and  transitional  while  others  are  more  extended;  in  Sonata  8  none  of  the  first 
five  sections  is  harmonically  closed. 


Ground  plan  of  Sonata  8  by  Dario  Castello  (1629) 


Allegro 


Tempo 
word 


Metre         Harmonic  Description 
goal 

C  V  traditional  canzona-style  opening,  imitative 

texture;  organ/harpsichord  follows  or  simplifies 
the  lowest  part;  elided  to  the  following  Allegro 


Allegro 


3  I  each  instrument  states  the  opening  idea  alone, 

followed  by  dialogue  and  tutti 


Adagio 


C  I  expressive,  using  vocal  'trillo'  and  suspensions 

elided  to  Presto 
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Presto 


Allegro 


Allegro 


III 


strong  modulation  toward  the  mediant  by  means 
of  sequences  and  bass  line  descending  two 
octaves;  elided  to  following  Allegro 

solo  statements  of  broken-chord  idea  followed 
by  duct  in  parallel  or  imitative  motion;  elided 
to  concluding  section 

shortened  restatement  of  opening  section,  with 
a  reference  to  the  expressive  adagio  at  the  end 


Ex.  ii 

Castello:  Sonata  8  (1629) 

(a)     bars  1  -  4 


Allegro 


sornett  or 

violin 


jassoon  or 
jassodi  viola 


argun  or 
Harpsichord 


e2 


r  u 


Allegro 


irr—: 


rrifrfftf" 


(c) 

bars  67  -  61 


Adagio 
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bars  65  -  6 


Presto 


r. 


9 


(e) 

bars  89  -  92 
Allegro 


3  i 


1^ 


LLf*  " 


o 


It 

Canzona-style  sonatas  were  probably  intended  for  use  in  church;  the  variation 
sonatas  and  early  binary  sonatas  of  Rossi  and  others  were  included  in  publications 
with  a  secular  cast  (they  might  include  dances,  or  secular  vocal  music,  for  example). 
The  well-known  church  sonatas  of  Corelli  derive  from  the  former  tradition;  by  the 
1670s  when  he  began  to  publish  sets  of  sonatas,  some  of  the  sections  had  begun  to 
stand  alone  as  independent  movements,  although  he  still  employed  quite  short, 
'transitional'  adagio  sections  similar  to  those  of  Castello.  (The  middle  'movement' 
of  Bach's  third  Brandenburg  Concerto  is  similarly  transitional:  in  the  score  it  consists 
of  only  two  chords,  often  expanded  upon  by  performers.)  Sonata  5  from  Corelli's 
first  published  v  olume  consists,  for  example,  of  an  opening  Grave  in  triple  metre, 
which  is  harmonically  open  (cadencing  on  V  of  vi)  and  serves  to  introduce  an 
imitative  Allegro  in  duple  metre.  The  final  movement  is  an  Allegro  in  6/8,  certainly 
zgiga  although  not  so-called.  But  the  middle  'movement'  is  a  series  of  short  passages, 
contrasting  in  metre,  texture  and  tempo.  The  overall  form  is  common  enough 
(four  movements,  slow-fast-slow-fast),  but  the  third  movement  is  reminiscent  of 
Castello's  short  Adagio-presto  in  Sonata  8. 

The  terms  da  chiesa  and  da  camera,  applied  to  publications  in  Italy  from  the 
1670s  onward,  are  a  bit  confusing;  by  the  time  the  terms  were  in  common  use  the 
two  genres  were  becoming  more  and  more  closely  related.  In  Italy  the  sonata  da 
camera  hardly  exists  as  a  multi-movement  piece  before  Corelli,  who  meant  by  it  a 
collection  of  binary  dances,  sometimes  preceded  by  an  introductory  movement,  and 
occasionally  including  slow  movements  labelled  only  with  tempo  words.  (Earlier  the 
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term  was  applied  more  often  to  single  binary  movements.)  Before  Corelli's  time, 
English  and  German  composers  were  more  likely  than  Italians  to  group  more  than 
two  dances  together  to  form  suites.  The  sonata  da  chiesa,  however,  had  a  long  history 
in  the  canzona-style  sonata  already  described  and  by  mid-i7th  century  usually 
included  dance-like  movements. 

In  the  sonata  form  1700  to  1750  there  are  not  startling  innovations,  but  a 
continuation  and  consolidation  of  the  traditions  inherited  from  Corelli  and  his 
predecessors.  Dances  continued  to  be  represented,  mingling  with  non-dance  binary 
and  rondo  movements.  Leclair,  for  example,  used  a  minuet  with  variations  to 
conclude  his  Sonata  in  E  Minor  (op.  9  no.  2,  1743),  whose  other  movements  arc 
Andante,  Allemanda,  and  Sarabanda.  Fast  imitative  movements  continue  to  be 
found,  ordinarily  as  the  second  of  four  parts.  Thus  Bach's  sonatas  for  violin  and 
harpsichord  are  almost  always  in  four  movements  (slow-fast-slow-fast);  a  few  of 
the  slow  ones  are  still  'transitional'  (harmonically  open);  binary  form  is  common, 
even  in  imitative  movements;  and  dances  are  not  absent,  although  they  may  not  be 
explicitly  labelled  as  such. 

Throughout  the  Baroque  period,  the  French  composed  dances  for  soloists  or 
ensembles;  when  they  were  organized  in  suites  by  the  composer  or  publisher  (which 
was  not  always  the  case)  the  content  was  not  entirely  predictable,  but  an  allemande, 
one  or  more  courantes,  perhaps  a  gigue  and  a  sarabande  were  typically  included  and 
an  unmeasured  prelude  might  serve  as  introduction.  One  source  for  this  selection 
of  dances  may  lie  in  the  ballets  de  cour,  the  standard  dramatic  entertainment  at  the 
French  Court  from  the  late  16th  century.  Francois  Couperin  and  other  French 
composers  at  the  beginning  of  the  18th-century  expanded  the  suite  (Couperin  called 
his  suites  ordres),  including  many  character  pieces  not  directly  related  to  the  dance; 
but  even  those  suites  often  begin  with  the  traditional  allemande  and  courante.  In 
one  collection  (Les  Nations,  1727)  Couperin  even  went  so  far  as  to  graft  entire  dance 
suites  onto  previously  composed  Italianatc  sonatas.  However,  it  was  the  17th-century 
Germans,  in  the  main,  who  systematized  the  suite  as  we  find  it  in  the  works  of  Bach 
(who  in  some  cases  used  the  term  Partita).  Froberger,  whose  allemande  was  cited 
as  an  example  of  binary  form,  left  two  autograph  manuscripts  (1649,  1656)  in  which 
sets  of  dances  are  clearly  arranged  allemande-courante-sarabande,  with  a  gigue  after 
the  allemande  in  the  later  manuscript.  When  a  volume  of  his  suites  was  published 
at  the  end  of  the  century  (f  1697),  the  Amsterdam  publisher  Pierre  Mortier  placed 
the  dances  'in  a  better  order',  with  the  gigue  at  the  end.  That  is  the  order  we  find 
in  most  18th-century  suites,  for  solo  instrument,  small  ensemble,  and  even  for 
orchestra.  Other  dances  may  be  included,  usually  between  the  sarabande  and  the 
gigue,  but  the  position  of  the  main  dances  is  seldom  disturbed.  (This  order  was  so 
common  that  the  odd  position  of  the  'extra'  dances  in  printed  sources  for  two  of 
Bach's  keyboard  partitas  has  been  questioned.) 

Another  model  for  the  suite  should  be  mentioned,  however  briefly:  it  derived 
from  the  dances  in  Lully's  operas,  which  were  transferred  to  keyboard,  or  to  the 
orchestra  outside  the  opera  house,  as  in  the  orchestral  suites  of  Bach  and  Telemann. 
In  the  Ouverture  in  the  French  Style  (BWV831)  Bach  adopted  that  model,  beginning 
with  a  typical  French  opera  overture,  and  continuing  with  a  courante,  paired  gavottes 
and  passepieds,  sarabande,  two  bourres,  a  gigue,  and  the  'echo'. 

The  individual  dances  of  Baroque  suites  have  recognizably  distinct  characters: 
the  allemande  a  stately  or  sometimes  a  more  tender  introduction;  the  rhythmically 
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complex  French  courante  in  triple  metre  with  many  hemiolas  (see  Bach's  B  minor 
French  suite,  BWV814)  or  a  livelier  and  rhythmically  more  straightforward  Italian 
corrente  (see  Bach's  G  major  French  suite,  bwv8i6);  the  triple-metre  sarabande 
slower  and  expressive;  the  gigue  a  lively  piece  in  compound  duple  metre.  Many 
authors  discuss  the  character  of  the  individual  dances:  Quantz  (1752)  and  Mattheson 
(1739)  give  extended  descriptions,  valid  for  the  dances  they  knew  but  sometimes 
surprising  when  applied  to  dances  too  far  removed  in  time  or  place. 

The  orchestral  suite  in  which  soloists  were  featured,  as  well  as  the  German 
ensemble  sonata  (adopted  by  Bach  in  Brandenburg  3)  are  among  the  genres  import- 
ant to  the  growth  of  the  Baroque  concerto.  The  appreciation  of  contrast  between 
larger  and  smaller  ensembles  and  the  effect  of  reinforcing  and  doubling  some  sections 
of  a  piece  have  already  been  noted  in  the  context  of  polychoral  music  and  the 
development  of  the  concertato  style.  Moreover,  the  trio  sonatas  of  Corelli  were 
apparently  played  on  occasion  by  large  ensembles  which  reinforced  the  trio  at 
specified  points  in  the  work,  a  reminder  of  the  'optional  ripieno'  employed  by 
Monteverdi  and  others.  But  the  form  of  Corelli's  or  Handel's  concern  grossi  is  not 
particularly  standardized.  As  the  solo  concerto  grew  in  importance,  the  formal 
design,  especially  that  of  the  first  movement,  became  more  predictable.  What  one 
finds  in  the  solo  concertos  of  Vivaldi,  for  example,  is  a  fairly  standard  three- 
movement  design,  in  which  a  ritornello  form  similar  to  that  already  described  in  the 
opening  movement  of  Laudate  pueri  is  employed  in  the  first  movement. 

Vivaldi's  concerto  for  violin  and  strings  (RV208),  the  middle  movement  of  which 
has  already  been  cited  (ex.  10),  provides  a  good  illustration  of  a  typical  first- 
movement  concerto  form  in  which  four  solo  sections  alternate  with  five  ritornellos. 


Ground  plan  of  Vivaldi's  concerto  for  violin  and  strings,  RV208,  first  movement 


Section 

Harmonic 

Length  in 

Description 

goal 

measures 

Ritornello  1 

I 

26.0 

Solo  1 

V 

33-0 

figuration  includes  double  stops  and 

broken  chords 

Ritornello  2 

I 

55 

Solo  2 

•  • 

11 

"7-5 

figuration  more  scalewise 

Ritornello  3 

vi 

12-5 

Solo  3 

•  •• 

111 

19.0 

triplet  figuration 

Ritornello  4 

I 

6.5 

nearly  identical  to  R2 

Solo  4 

V 

16.5 

figuration  scalewise  and  parallel  thirds, 

plus  cadenza 

Ritornello  5 

I 

5-0 

unison  statement  of  final  idea  from 

Ritornello  1 

The  opening  ritornello  provides  all  of  the  material  used  in  the  other  tutti  sections; 
the  solo  sections  are  primarily  based  on  figuration  idiomatic  to  the  violin,  but  no 
two  are  the  same  (see  ex.  12).  The  ritornellos,  harmonically  stable  units  in  many  con- 
certos, are  all  modulatory  here;  but  in  every  other  respect  comparison  of  this  move- 
ment with  the  opening  movement  of  the  same  composer's  Laudate  pueri  bears  witness 
to  the  similarity  between  ritornello  constructions  in  vocal  and  instrumental  music. 
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Ex.  12 

Vivaldi:  Concerto  for  violin  and  strings  (RV208,  first  movement) 


(a) 


solo  violin 
and  violin  I 


violin  2 
and  viola 


basses 


Ritornello  1,  bars  1  -  5 


35 


3 


m 


(b) 


Solo  1 


—^^^3  ^^^S*-~-^-^^^3  ^^^3  ^^^J  ^^^^^^^^^^^  ^^^^^^^^^^^  ^M^^HH^H^M 


Solo  3 
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Bach  made  major  contributions  to  the  Baroque  concerto,  not  only  in  the  six 
Brandenburg  Concertos  (bwv  1046-51),  but  in  the  triple  concerto  for  violin,  flute 
and  harpsichord  (BWV 1 044),  the  violin  concertos  (BWV1041-3)  and  in  many  organ 
and  harpsichord  transcriptions  of  his  own  concertos  and  those  of  other  composers 
(among  them  concerto  RV208,  transcribed  for  organ  as  BWV594  in  C  major).  In 
addition,  the  concerto  idea  is  evident  in  works  in  other  genres:  for  example,  the 
prelude  to  the  fifth  Partita  (BWV829)  is  in  essence  a  concerto  for  solo  keyboard, 
whose  ritornello  alternates  with  'solo'  sections  exactly  as  one  would  expect  from  a 
composer  with  an  intimate  knowledge  of  Vivaldi's  concertos.  The  Concerto  in  the 
Italian  Style  (BWV971)  is  an  original  work  for  solo  harpsichord  parallel  to  Bach's 
keyboard  transcriptions  of  pre-existent  concertos. 

The  Theatre:  opera  and  its  influences  on  chamber  and  church 
music 

We  have  noted  already  the  use  of  various  aria  forms  in  Baroque  opera,  from  strophic 
and  strophic  variation  to  da  capo  form,  and  the  dominance  of  the  latter  in  the  18th 
century;  but  one  should  be  aware  in  addition  that  late  Baroque  opera  seria  became 
an  extremely  predictable  genre  in  the  hands  of  Hasse  and  his  contemporaries,  who 
often  set  librettos  by  Metastasio.  The  aspect  of  particular  interest  in  terms  of  form 
is  the  strict  alternation  of  recitative  and  aria  throughout  the  opera.  Since  the  French 
had  continued  to  notate  their  recitatives  in  shifting  metres  and  to  employ  shorter 
airs  in  binary  and  rondo  form,  their  18th-century  tragedies  lyriques  differed  markedly 
from  the  Italian  'number'  operas,  exhibiting  greater  continuity  and  a  less  obvious 
distinction  between  recitative  and  aria.  Thus  Goldoni  claimed  in  his  memoirs  (1787) 
not  to  have  heard  a  single  aria  on  his  first  visit  to  the  Academie  Royale  de  Musique 
in  Paris  (he  had  moved  there  in  1762);  he  must  also  have  been  taken  aback  by  the 
attention  devoted  to  chorus  and  dance  in  the  French  tragedies,  as  they  were  not 
important  elements  of  Italian  opera  during  his  career. 

The  overtures  differed  as  well  in  France  and  Italy.  That  to  Scarlatti's  La  Griselda 
(ham  no.  259)  is  typical  of  the  Italian  opera  overture,  arranged  in  three  parts  (fast- 
slow-fast),  with  trumpets  joining  strings  and  oboes  in  the  fast  sections.  Neither  of 
the  first  two  sections  is  harmonically  closed,  but  the  final  Presto  is  a  binary  gigue 
modulating  to  the  dominant  at  its  mid  point.  This  form  is  a  departure  from  that 
typical  in  mid- 17th-century  Venetian  opera,  for  example  that  for  Cavalli's  Scipione 
Africano  (1664),  where  a  slow  duple  section  prepares  a  faster,  triple-metre 
conclusion.  Some  of  those  opera  sinfonias  were  indistinguishable  from  contemporary 
canzonas  and  sonatas. 

The  overture  style  adopted  by  Lully  and  used  by  Rameau  in  his  earlier  operas 
developed  from  the  earlier  Venetian  pattern.  For  example,  in  the  overture  to  Castor 
et  Pollux  (1737),  a  dotted  opening  section  in  duple  metre  is  followed  by  a  faster 
section  in  triple  metre  (see  ex.  13).  In  Castor  the  duple  material  returns  at  the  end, 
to  create  a  three-part  form  (A-B-A).  This  French  overture  style  was  adopted  by 
many  composers  for  purposes  other  than  introducing  an  opera,  for  example  by  Bach 
in  the  prelude  to  the  keyboard  Partita  in  D  (BWV828). 

Opera  was  certainly  one  of  the  most  important  elements  in  the  music  of  the 
Baroque.  Its  styles  and  forms  we  have  already  noted  had  an  effect  on  the  concerto, 
but  the  penetration  of  operatic  elements  into  the  cantata  and  motet  is  also  marked. 

400 


Copyrighted  material 


Forms  and  Genres 


Ex.  13 

Rameau:  Overture  to  Castor  el  Pollux 


(a) 


lites, 
olins 


Dos, 
Jllns, 


sses 


oars  1  -  & 

Fiercmtnt 

.  — p — p — • 

1 

4= 

&tz^t  5  

;i  Pi*  A 

-  :_i .  .1  y  J 

■JFIHt  .L=== 

,r  tir  f 

r  ■ 

(b) 

bars  19-23 


Vile 


:rings) 


In  France,  the  grands  motets  performed  not  only  for  Louis  XIV  at  Mass  but  in 
secular  surroundings  as  well  (at  the  Concerts  Spirituels  in  Paris  from  1725,  on  days 
when  no  opera  was  presented)  were  often  composed  and  performed  by  individuals 
also  active  in  the  realm  of  opera.  Lully,  for  example,  employed  instrumental 
symphonies  to  demarcate  the  large  structural  divisions  of  his  motets  in  rondo-fashion, 
much  as  in  his  operas;  moreover,  the  audience  at  the  Paris  concerts  was  attracted 
by  the  opportunity  to  hear  favourite  performers  from  the  opera.  The  contrast  of 
recitative,  solo  arioso,  and  choral  forces  in  these  motets  is  in  the  concertato  tradition 
examined  above. 

The  cantatas  of  Bach  present  a  compendium  of  operatic  elements,  as  demonstrated 
by  Nun  komm  der  heiden  Heiland  (bwv6i,  17 14).  The  opening  movement  cleverly 
combines  the  French  overture  w  ith  a  statement  of  the  chorale  material  (sec  ex.  14). 
A  recitative  for  the  tenor  prepares  his  da  capo  aria,  in  which  unison  strings  provide 
the  accompaniment  (one  of  the  standard  dispositions  in  Italian  opera).  The  recitative 
itself  turns  into  an  'arioso'  passage  in  a  regular  metre  (Cavalli  had  often  made  such 
transitions).  An  accompanied  recitative  for  the  bass  prepares  the  da  capo  aria  for 
soprano  (such  recitatives  had  become  more  and  more  common  in  opera).  The 
soprano  is  accompanied  only  by  continuo,  and  the  first  section  of  that  aria  is  built 
over  a  modulating  ground  bass.  Both  the  arias  incorporate  the  usual  instrumental 
ritonellos;  the  soprano  aria  has  in  addition  a  motto  beginning,  in  which  the  inicipit 
is  sung,  and  then  repeated  (just  as  in  Cavalli's  'Nudo  arciero').  Most  of  the  Amen 
is  constructed  over  a  'walking'  bass;  the  lower  strings  double  the  choir,  the  first 
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violin  plays  its  own  elaborate  melody,  and  the  sopranos  sing  fragments  of  another 
chorale  tune.  The  whole  cantata  reflects  not  only  17th-  and  early  18th-century 
operatic  developments,  but  the  operation  of  concertato  principles  already  evident 
in  the  sacred  and  secular  music  of  Monteverdi. 


Ex.  14 

J.  S.  Bach:  Nun  komm  der  heiden  Heiland 
(a) 

bars  1  -  9 


2* 


violins 


viola  1 


viola  2 


voices 


basses 


^±==*5-~i-\-^l-4=-±i-l-J-~  h 


Soprano 


m 


■ 


Nun 


komm. 


der 


Hel 


den 


Hei 
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m 


-  land. 


'iff 


f 


Alto 


Nun 


komm, 


m 


etc . 


(b) 

bars  33  -  40 


Gai 


7  ; 


T 


<    I  -f- 


des  sich     wun   -  dcrt  al 


If     Well,  al    -    le  Welt.  :.l  -  le  Well, 


des  sich      wun  -  dert  al 


le      Welt.al  -    le  Welt,  al  -  le  Welt. 


des  sich     wun  -  dert  al 


le  Welt. 


-  *♦« 


des  sich     wun    -  dert  ;il 
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Some  conclusions 

It  is  unfortunate  but  true  that  the  terminology  employed  by  composers,  publishers, 
and  observers  was  far  from  consistent  over  150  years  in  several  countries.  The  term 
'concerto'  early  in  the  17th  century  might  mean  music  for  voices  or  instruments, 
soloists  or  ensembles,  only  some  of  which  juxtaposed  those  elements  in  a  way  one 
might  expect,  knowing  the  concertos  of  Vivaldi.  The  term  'aria'  which  we  would 
ordinarily  expect  to  apply  to  a  solo  vocal  piece  in  opera  or  cantata  (or  even  in  one 
of  Bach's  Passions),  was  used  by  Uccellini  to  designate  variation  sonatas  for  strings 
and  continuo  (probably  to  avoid  confusion  with  his  many  church  sonatas,  which 
were  not  yet  distinguished  by  the  term  da  chiesa),  and  by  G.  M.  Bononcini  as  a  name 
for  a  binary  piece  in  place  of  the  more  usual  allemande  in  his  suites  of  dances,  the 
preludes  to  which  he  called  sinfonias.  The  fantasia,  for  C.  P.  E.  Bach  and  some 
earlier  German  composers  a  toccata-like,  freely  constructed,  almost  improvisatory 
piece,  was  for  the  Spanish  composer  Cabezon  a  serious  contrapuntal  exercise,  and 
for  English  composers  such  as  Henry  Lawes  the  introductory  movement  of  an 
ensemble  suite;  for  his  compatriot  Byrd  it  was  a  kind  of  instrumental  canzona  in 
several  sections.  One  may  have  expectations  based  on  terminology  alone,  but  it  is  a 
good  idea  to  locate  terms  in  time  and  place  as  well. 

While  impressive,  orderly  and  even  symmetrical  constructions  are  evident  in 
many  large-scale  pieces  (the  first  act  of  Monteverdi's  L'Orfeo,  the  larger  Magnificat 
from  the  Vespers  of  1610,  and  Bach's  B  minor  Mass,  are  all  symmetrical  con- 
structions in  terms  of  the  textures  employed;  Bach's  Goldberg  Variations  and  Art  of 
Fugue  are  perhaps  too  obvious  to  mention  as  examples  of  systematic  large-scale 
arrangements  of  contrapuntal  material),  there  is  also  evident  in  much  Baroque  music 
a  more  relaxed  attitude  toward  formal  design.  In  a  set  of  variations  for  bassoon  and 
organ  continuo  (1638),  Bartolomeo  de  Selma  y  Salaverde  suggested  that  the  bassoonist 
could  end  the  work  after  any  one  of  the  variations,  if  only  he  remembered  to  warn 
the  organ  accompanist  in  advance.  In  two  sonatas  by  Agostino  Guerrieri  (1673), 
there  are  opportunities  for  each  of  the  violinists  to  improvise  sections  over  a  bass 
line  provided  by  the  composer,  but  if  they  prefer,  the  can  perform  the  sonatas 
without  these  sections.  There  are  many  examples  in  the  sonata  literature  of  the  17th 
century,  and  as  late  as  Buxtehude,  of  the  designation  'da  capo  se  piace',  which 
implied  an  optional  repeat  of  the  first  section  of  the  work.  The  practice  of  making 
extensive  changes  in  operas  when  they  were  revived,  to  allow  singers  to  substitute 
their  favourite  arias,  or  simply  to  accommodate  the  work  to  a  new  milieu,  is  well 
known.  It  was  certainly  facilitated  by  the  standardization  of  the  aria  in  the  late  17th 
and  eighteenth  centuries,  when  one  bravura  piece  might  do  as  well  as  another  in  a 
particular  dramatic  and  musical  context;  but  it  also  reflects  a  different  attitude 
toward  the  permanence  of  a  composer's  construction  than  the  one  to  which  later 
composers  and  performers  more  readily  subscribed.  The  version  of  Vivaldi's  violin 
concerto  discussed  above  that  was  published  in  his  lifetime  (op.  7,  Amsterdam, 
C1716;  RV2o8a)  substitutes  for  the  instrumental  recitative  a  short,  straightforward 
'Grave'  in  A  major,  in  which  the  soloist  is  accompanied  only  by  the  two  ripieno 
violins.  Baroque  composers  re-used  their  own  and  others'  material  in  markedly 
different  contexts:  Handel  is  the  most  notorious  example,  but  the  practice  was  not 
uncommon  and  Bach  was  not  immune.  Nor  as  we  have  shown,  was  any  particular 
style  restricted  to  one  and  only  one  genre:  Monteverdi's  re-use  of  the  toccata  that 
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introduced  the  opera  L'Orfeo  as  the  first  movement  of  the  Vespers  is  one  of  the  most 
striking  examples  of  the  permeability  of  the  stylistic  boundaries  described  by 
Brossard  and  Mattheson. 

Sandra  Mangsen 
University  of  Western  Ontario 
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During  the  century-and-a-half  from  1600  to  1750,  the  concept  of  national  style 
concerned  not  only  the  ways  in  which  composers  in  the  different  European  countries 
wrote  their  music  -  which  was  a  matter  of  tradition,  of  function,  of  social  context, 
of  language  and  of  many  other  factors  -  but  also  its  performance  and  even  such 
matters  as  instrument  building.  The  period  is  marked  by  an  increased  national 
stylistic  awareness,  after  the  essentially  international  lingua  franca  of  the  Renaissance, 
especially  pronounced  in  the  differences  between  the  performing  practices  favoured 
in  Italy  and  France.  The  main  objective  was  an  increase  in  brilliance  and  expre- 
ssiveness, the  former  especially  in  Italy,  as  the  rise  of  virtuoso  singers  and  violinists 
at  the  beginning  of  the  period  shows. 

Here  we  are  concerned  more  with  style  and  performance  than  with  the  historical 
development  of  genres.  The  sound  of  music  in  any  time  and  place  depends  on 
techniques  of  playing  and  voice  production  as  well  as  on  the  instruments  used. 
During  the  early  Baroque,  some  of  the  forms  of  the  genres  and  performing  practices 
of  the  late  Renaissance  persisted:  the  Venetian  polychoral  style  (and  its  German 
counterpart  in  the  works  of  Schiitz)  and  the  well-established  English  virginal  and 
viol  consort  idioms,  for  example,  were  maintained  through  the  first  third  of  the  17th 
century  and  beyond.  Church  music  in  particular  was  conservative. 

The  principal  musical  forms  of  the  Baroque  era  arose  in  Italy.  It  was  there  that 
the  cantata,  concerto,  sonata,  oratorio  and  opera  were  conceived  and  developed.  The 
rise  of  an  autonomous  instrumental  music  also  involved  the  development  of  violin 
playing  to  a  higher,  more  refined  level  and  a  rapid  spread  in  the  use  of  the  basso 
continue  It  was  in  the  Italian  musical  idiom  that  these  genres  and  the  performing 
practices  associated  with  them  were  first  transplanted  north  of  the  Alps,  as  Italian 
styles  swept  over  Europe  in  the  early  17th  century,  eventually  taking  firm  hold 
virtually  everywhere  except,  to  some  extent,  in  France. 

Italian  vocalism  reached  new  heights  of  expressiveness  and  virtuosity.  Giulio 
Caccini's  preface  to  his  Le  nuove  musiche  (1602),  expounding  an  intensely  expressive 
recitative-like  style  together  with  virtuoso  ornamentation,  was  enormously  influ- 
ential. Progressively  longer  excerpts  from  it  were  to  appear  elsewhere,  for  instance  in 
John  Dowland's  A  Musicall  Banquet  (1610),  Marin  Mersenne's  Harmonie  Universelle 
(1636),  John  Playford's  A  Breefe  Introduction  to  the  Skill  of  Music k  (1654)  and  in 
the  unpublished  but  influential  writings  of  Christoph  Bernhard,  Schutz's  pupil  and 
successor  as  court  Kapellmeister  in  Dresden. 

Each  country  continued  to  develop  its  own  vocal  style,  especially  France,  whose 
vocalism,  based  on  the  special  characteristics  of  the  language,  belonged  to  the 
exclusive  domain  of  Louis  XIV  and  was  not  shared  in  other  countries;  if  indeed 
French  singing  was  generally  disparaged  outside  France,  it  was  because  of  a  lack  of 
familiarity.  Italian  vocal  art  continued  to  serve  as  the  model.The  treatise  on  singing 
published  in  1723  by  Pier  Francesco  Tosi,  a  much-travelled  operatic  castrato  and 
teacher,  Opinioni  de'  cantori  antichi  e  moderni,  0  sieno  Osservazioni  sopra  il  canto 
figurato  ( Critiques  of  singers  of  the  past  and  present,  or  observations  on  florid  singing)^ 
was,  like  Caccini's,  diffused  throughout  western  Europe.  (See  David  Fuller's  essay, 
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p.  417.)  No  such  diffusion  was  accorded  to  comparable  French  works,  such  as 
Benigne  de  Bacilly's  Remarques  curieuses  sur  Fart  de  bien  chanter  (1668),  which  is 
characteristically  Gallic  in  its  emphasis  on  declamation  and  the  unique  qualities  of 
the  French  language,  or  Michel  Pignolet  de  Monteclair's  indispensable  Principes  de 
musique  (1736). 

The  highly  rhetorical  and  expressive  operatic  recitative,  an  outgrowth  of  solo 
monody  incorporated  into  cantata  and  oratorio,  found  its  stylistic  counterpart  in 
Italian  instrumental  music  of  the  early  17th  century,  such  as  the  sonatas  and  canzonas 
of  Biagio  Marini.  The  melodic  flow  characteristic  of  arias  and  early  Baroque  operas, 
cantatas  and  oratorios  by  such  men  as  Cavalli,  Carissimi  or  Cesti  was  similarly 
transferred  to  the  instrumental  realm.  Only  in  France  was  there  a  strong  resistance 
to  the  Italian  style,  notwithstanding  the  paradox  of  the  rise  of  the  Florentine 
Giambattista  Lulli  to  become  Jean-Baptiste  Lully,  arbiter  of  French  musical  taste 
in  the  reign  of  Louis  XIV  and  the  progenitor  of  an  operatic  genre  that  dominated 
in  France  and  exercised  some  influence  in  Germany  and  England.  The  measured 
declamation  characteristic  of  French  theatre  in  the  age  of  Corneille  and  Racine  as 
set  to  music  in  the  tragedie  lyrique  had  little  in  common  with  the  flamboyant,  virtuoso 
manner  of  Italian  operatic  writing.  (In  France  the  age  of  these  great  17th-century 
dramatists  has  always  been  known  as  the  French  classical  period,  'Baroque'  having 
kept  its  original  pejorative  sense  of  bizarre  or  grotesque  until  recently.)  Lully  was 
also  responsible  for  establishing  higher  standards  of  orchestral  performance  and  for 
introducing  the  use  of  the  newer  varieties  of  wind  instruments,  developed  in  France, 
into  the  orchestra.  The  favourite  combination  of  two  oboes  and  a  bassoon,  for 
instance,  the  typical  trio  of  a  minuet,  began  to  appear  in  his  operas  from  Alceste 
(1674;  see  Plate  4). 

'The  style  of  Italian  compositions  is  piquant,  florid,  expressive;  that  of  French 
compositions  is  natural,  flowing,  tender',  wrote  Sebastien  de  Brossard  in  his  Diction- 
naire  de  musique  (1703).  That  is  how  the  contrast  appeared  to  a  Frenchman.  French 
preference  was  for  music  that  grew  out  of  dance  rather  than  song  and  emphasized 
characteristic  rhythmic  detail.  Solo  lute  and  harpsichord  music,  with  its  elaborate 
chord  figurations  to  sustain  the  evanescent  sound,  was  cultivated  more  assiduously 
in  France  than  in  Italy  after  the  middle  of  the  17th  century.  The  French  predilection 
for  literary  and  visual  associations  in  music  led  to  the  production  of  many  character 
pieces,  hommages  and  tombeaux^  and,  at  the  very  least,  works  with  fanciful  titles, 
characterized  by  richly  decorated  surfaces  and  subtle  changes  of  sonority. 

While  notated  dotted  rhythms  seem  to  have  been  performed  somewhat  freely 
virtually  everywhere,  with  the  precise  value  accorded  the  dotted  note  being  varied 
to  suit  the  intended  mood  or  'affect',  there  was  a  tendency  in  France  to  go  still 
further.  French  musicians  habitually  introduced  dotted  rhythms  in  successions  of 
conjunct  notes,  usually  quavers,  even  where  the  notation  did  not  so  indicate.  This 
practice  may  well  have  been  a  survival  of  some  medieval  preference  for  tempus 
perfectum.  It  was  recorded  in  treatises  of  the  16th  century  from  various  countries 
(Italy,  Spain,  Switzerland).  Frescobaldi's  preface  to  his  Primo  libro  di  toccate  et 
partite  (161 5)  prescribes  playing  quavers  unequally  only  where  they  are  pitted 
against  semiquavers  in  the  other  hand.  This  may  have  been  an  idiosyncratic  pref- 
erence; certainly  there  is  no  evidence  of  the  widespread  use  of  notes  inegales  in  Italian 
performing  practice  of  the  Baroque.  French  treatises  of  the  later  18th  century  codify 
the  subject  in  considerable  detail,  indicating  that  a  variety  of  types  of  notes  inegales 
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were  used;  they  prescribe  the  metres  and  dances  to  which  each  was  applied  or  where 
notes  egales  might  be  required  even  when  they  arc  not  indicated. 

No  single  aspect  of  Baroque  performance  distinguished  more  sharply  between 
French  and  Italian  styles  than  ornamentation.  French  tables  of  ornaments  abound, 
giving  precise  explications  of  the  many  symbols,  often  confusing  and  inconsistent, 
found  in  keyboard  music  especially,  whilst  in  other  instrumental  and  vocal  music  a 
simple  +  served  to  indicate  that  some  embellishment  at  the  performer's  option  was 
needed.  In  his  Pieces  de  clavecin  (1689)  D'Anglebert  offered  a  table  of  no  less  than 
29  such  agrements  (see  p.  431).  These  were  applied  in  the  main  to  individual  notes 
rather  than  to  larger  musical  units.  A  passing  note  or  changing  note  is  added, 
delayed,  or  transformed  into  something  more  complex,  to  heighten  the  rhythmical 
effect  and  apply  rich  surface  decoration.  The  analogy  with  the  visual  and  decorative 
arts  of  the  period  is  obvious.  Ornaments  in  harpsichord  music,  in  particular,  serve 
as  adornments  in  the  prev  ailing  style  and  only  rarely  as  a  means  of  sustaining  the 
instrument's  sound. 

In  the  French  style,  slow  movements  were  written  out  more  completely.  To 
present  an  Adagio  in  skeletal  form  as  a  sequence  of  disjunct  semibrcves  and  minims, 
as  in  a  Corelli  sonata,  would  have  been  unthinkable  for  his  French  contemporaries. 
Players  of  French  music  were  not  required  or  expected  to  add  the  connectiv  e  tissue 
of  melodic  figuration  to  slow  movements  as  in  Italian  music.  In  French  v  ocal  music, 
where  the  da  capo  aria  is  rare,  the  opportunity  for  singing  great  passaggi  hardly 
arose  (it  would  anyway  have  contradicted  French  declamation  and  aesthetic  prin- 
ciples). The  cadenza  as  introduced  in  Neapolitan  opera  never  made  its  way  in  France, 
where  the  embellishment  of  individual  notes  through  appoggiaturas,  passing-  and 
changing-notes  predominated,  without  a  final  burst  of  virtuosity.  Castrato  singers, 
with  their  endless  interpolations  of  florid  decoration,  were  foreign  to  French  music, 
secular  and  sacred  alike.  Indeed,  except  as  exotic  imports  for  use  in  Italian  opera 
seasons,  castratos  were  also  unknown  to  the  indigenous  English  and  German  music 
theatre. 

The  enthusiasm  of  the  French  for  Lully's  style  of  opera  was  not  quite  monolithic. 
Only  1 5  years  after  the  composer  had  died,  at  the  pinnacle  of  his  fame  and  power, 
the  Abbe  Raguenet  published  his  Par  allele  des  J ta liens  et  des  Francois  (1702),  a 
remarkable  comparative  critical  essay,  passionately  advocating  the  'modern'  Italian 
operatic  style  and  decrying  the  French  'classical'  opera  of  Lully  and  his  school.  It 
attracted  wide  attention,  was  soon  translated  into  Knglish  and  twice  into  German 
later  in  the  century.  Thus  began  a  controversy  that  raged  in  France  in  different 
forms  far  beyond  the  close  of  the  Baroque,  up  to  the  time  of  Gluck  and  Piccinni's 
rivalry  in  the  1770s  and  even  later.  The  Lully  party  did  not  lack  defenders.  Ripostes 
to  Raguenet  followed  in  due  course  from  the  pen  of  an  aristocratic  connoisseur,  Le 
Cerf  de  La  Vievillc,  Seigneur  de  la  Freneuse.  The  Abbe,  in  turn,  produced  his 
rebuttal,  leading  to  surrebuttal,  rejoinder  and  further  responses. 

French  composers  not  only  prescribed  ornamentation  but  also  demanded  a  more 
literal  adherence  to  the  text.  Francois  Couperin,  in  the  preface  to  his  third  book  of 
harpsichord  pieces  (1722),  lays  down  the  law: 

I  am  always  surprised,  after  the  pains  that  I  have  taken  to  indicate  the  ornaments 
appropriate  to  my  pieces  ...  to  hear  persons  who  have  learnt  them  without  heeding  my 
instructions.  Such  carelessness  is  unpardonable,  all  the  more  as  it  is  no  arbitrary  matter 
to  put  in  such  ornaments  as  one  wishes.  Therefore  I  declare  that  my  pieces  must  be 
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performed  just  as  I  have  written  them  and  that  they  will  never  make  much  of  an  impression 
on  persons  of  genuine  taste  unless  all  my  markings  are  observed  to  the  letter — 

This  kind  of  textual  fidelity  was  foreign  to  Italian  composers:  witness  the  various 
ornamented  versions  of  Corelli's  op.  5  sonatas  that  have  come  down  to  us  as 
performed  by  such  18th-century  violinists  as  Geminiani.  The  Amsterdam  publisher 
Roger  issued  an  edition  with  embellished  slow  movements,  completely  realized 
versions  of  the  skeletal  originals,  claimed  to  be  in  the  composer's  own  hand  (though 
lacking  in  his  own  original  edition). 

Only  relatively  late  in  the  Baroque,  by  the  time  of  Couperin  and  Rameau,  did 
Italian  influences  begin  to  make  inroads  on  the  French  style.  Corellian  sonata  types, 
the  Italian  forms  of  gigue,  the  use  of  Italian  tempo  markings  such  as  Andante:  all 
were  symptomatic  of  a  certain  limited  process  of  synthesis  that  could  be  summed 
up  in  Couperin's  own  title  for  his  Nouveaux  concerts  (1724),  Les  gouts  reunis.  Jean- 
Philippe  Rameau  went  to  Italy  at  the  age  of  18.  'He  remained  there  only  a  short 
time,  and  was  later  sorry  not  to  have  sojourned  longer  in  Italy  where,  he  used  to 
say,  (his  musical)  taste  would  have  been  made  perfect'  (Mercure  de  France,  October 
1764).  Lesser  French  masters  too  tried  to  blend  the  Italian  and  French  styles.  Jean 
Baptiste  Senaille,  for  instance,  son  of  a  musician  of  the  Lully  school,  began  com- 
posing violin  sonatas  in  17 10,  publishing  five  books  before  his  death  in  1730.  He 
joined  that  most  French  of  ensembles,  the  Vingt-quatre  Violons  du  Roi,  in  17 13, 
but  during  a  break  'he  spent  some  time  in  Italy  and  learnt  enough  of  the  ultramontane 
style  to  blend  it  skilfully  with  very  French  melody'  (Mercure  de  France,  June  1738). 
Similar  changes  of  style  can  be  seen  in  the  music  of  many  French  composers  during 
the  first  half  of  the  18th  century,  among  them  the  leading  violinist,  Jean-Marie 
Leclair  Faine,  who  studied  under  Italian  musicians.  There  was  no  counterpart  to 
this  in  Italy;  the  Italian  style  had  a  potential  and  a  future  that  the  French  did  not. 

Among  the  outlying  countries  of  Europe,  Britain,  thanks  to  its  strong  traditions, 
maintained  a  certain  independence  of  both  styles.  The  italianization  of  the  English 
madrigal  in  the  late  16th  century  through  anthologies  such  as  Nicholas  Yonge's 
Musica  transalpina  (1588),  and  the  eminence  of  the  Ferraboscos  in  the  masque  and 
the  fantasia,  enriched  native  forms  without  extinguishing  them.  Later  infiltrations 
by  Italian  and  French  elements  were  absorbed  without  impairing  the  essential 
English  quality.  Thus,  for  instance,  the  strong  French  influence  introduced  at  the 
Restoration  was  quickly  accommodated  in  the  theatre  and  even  the  church  music 
of  Purcell  and  Blow,  although  the  flavour  of  the  music  remains  strongly  English. 
Neither  did  such  French  stylistic  invasions  obliterate  the  Italian  elements  already 
assimilated.  In  the  18th  century  the  Italian  influence  was  dominant,  especially 
during  the  heyday  of  opera  up  to  the  1730s.  Curiously,  German  immigrants  like 
Handel  and  Pepusch,  and  later  C.  F.  Abel  and  J.  C.  Bach,  were  as  much  rcponsible 
for  maintaining  Italian  genres  and  styles  and  offering  them  to  the  English  taste  as 
were  such  natives  as  Geminiani  or  Bononcini.  As  regards  performing  practice,  the 
influence  of  Italian  opera  singers  and  composers  was  limited,  if  only  because  their 
viruoso  style  could  hardly  have  been  widely  imitated.  For  all  the  wonderment  with 
which  the  fabled  castratos  were  regarded,  their  feats  of  execution  could  not  serve  as 
models  for  native  singers;  in  any  case,  their  extravagant  elaboration  was  unsuited  to 
English-language  texts. 

The  interpenetration  of  the  Italian  and  French  styles  of  performance  in  other 
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countries  is  still  the  subject  of  debate.  Each  exemplified  distinct  techniques.  It  was 
German  musicians  most  of  all  who  attempted  to  combine  French  and  Italian 
performing  styles  and  forms  of  composition.  Examples  of  their  eclecticism  in  this 
respect  are  legion:  a  few,  notably  Telemann,  ventured  further  afield  to  incorporate 
borrowings  from  Slavonic  folk  traditions. 

It  was  no  doubt  thanks  to  Conradi  and  Kusscr's  introduction  of  elements  of 
French  operatic  style  in  the  German  opera  at  Hamburg,  in  particular  the  Lullian 
overture,  that  the  young  Handel  adopted  this  type  of  introductory  movement.  Georg 
Muffat's  seminal  forewords  to  his  volumes  of  French-type  dances  (1695-8)  and 
concertos  in  Lullian  and  Corellian  styles  (1701)  discussed  both  with  explicit  direc- 
tions for  their  correct  performance  as  regards  bowings,  tempo,  ornaments  and 
orchestra  discipline.  Muffat's  personal  contact  with  both  Lully  and  Corelli  warranted 
the  authenticity  of  his  instructions  -  printed  in  Latin,  German,  Italian  and  French 
to  make  them  widely  accessible.  (The  Italian  bowings  are  better  calculated  to  achieve 
a  lyrical  grace,  while  the  French  produce  more  crisply  defined  rhythms.)  These 
prefaces  were  surely  known  to  Handel  and  his  German  contemporaries.  How  far 
Muffat's  words  spread  south  of  the  Alps  is  another  matter.  When  in  Rome  Handel 
prefaced  his  1707  oratorio  //  trionfo  del  Tempo  e  del  Disinganno  with  a  French-type 
overture,  as  distinguished  a  musician  as  Corelli,  who  led  the  orchestra,  allegedly 
complained  that  'this  music  is  in  the  French  style,  which  I  do  not  understand'. 
Handel  obligingly  substituted  an  Italian-type  sinfonia.  Italy's  stylistic  dominance 
made  unnecessary  its  musicians'  familiarity  with  other  practices. 

J.  S.  Bach's  'English'  suites  have  come  down  to  us  only  in  pupils'  copies.  No.  4 
in  F  (BWV809)  is  headed  by  a  'Prelude',  unmistakably  in  the  form  of  a  Vivaldi-type 
concerto  movement  despite  its  French  title.  Three  manuscripts  give  it  the  quaint 
French  tempo  marking  of  'vitement'.  In  three  sources  the  15  semiquavers  of  the 
first  bar  are  each  surmounted  by  a  vertical  stroke,  presumably  to  exclude  their  being 
played  unequally  (a  possibility  ruled  out  by  the  tempo  marking  alone,  according  to 
the  precepts  of  the  French  treatises).  Bach  too  may  have  been  familiar  with  the 
Muffat  prefaces.  As  a  young  man  he  had  heard  French  musicians  at  the  Celle  court. 
The  only  ornament  table  from  his  hand  is  a  simplified,  condensed  version  of 
d'Anglebert's  of  1689.  Italian  ornamentation  also  abounds  in  Bach's  works,  as  in 
the  Andante  of  the  familiar  Concerto  in  the  Italian  Style  for  harpsichord  (BMV971). 
He  was  an  eclectic,  determined  to  extract  the  best  from  every  worthy  source,  but 
the  champion  electic  among  German  Baroque  composers  was  Telemann.  Not  only 
did  he  produce  works  in  conscious  imitation  of  the  two  main  national  styles  -  Italian 
concertos  and  sonatas,  French  dance  suites  with  Lullian  overtures  -  but  he  also 
made  good  use  of  his  familiarity  with  Polish  folk  music  gained  in  the  service  of  a 
Silesian  nobleman.  The  older  chorale-based  German  traditions  of  sacred  music 
continued  to  thrive  in  the  northern,  Protestant  regions.  Handel's  brief  career  in  his 
native  Germany  did  not  involve  him  deeply  in  this  essentially  local  style.  But  Bach 
and  Telemann,  like  numerous  minor  masters  of  the  period  with  municipal,  church 
or  court  appointments,  carried  on  the  tradition  in  a  variety  of  eclectic  manners. 

Significant  changes  in  the  instrumentarium  of  v  arious  nations  came  about  during 
the  150  years  under  examination,  most  of  them  consolidated  in  the  last  quarter  of 
the  17th  century.  In  France  there  was  a  flowering  of  the  bass  viola  da  gamba  with 
a  magnificent  and  technically  very  difficult  solo  repertory  of  works  by  such  great 
virtuoso  players  as  Marais  (sec  Plate  6)  and  Forqucray.  It  may  be  due  to  another 
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late  17th-century  master  of  the  instrument,  Sainte-Colombe,  that  the  basse  de  viole 
acquired  a  seventh  string,  sounding  A'.  This  larger  model  was  later  adopted  in 
Germany  where  the  instrument  continued  in  use  to  the  time  of  J.  S.  Bach.  Except 
for  the  royal  bands  of  violins,  string  music  in  France  held  conservatively  to  the  old 
consort  tradition  for  the  most  of  the  17th  century.  Louis  Couperin  (di  661)  composed 
viol  consort  works  in  mid-century,  M.-A.  Charpentier  (di  704)  even  later;  in  England, 
Purcell  was  still  doing  so  as  late  as  1680,  although  by  then  the  violin  family  was 
firmly  established  in  ensemble  music.  The  viols,  in  fact  though  still  used  in  Vienna, 
parts  of  Germany  and  the  Low  Countries  into  the  18th  century,  had  everywhere 
progressively  yielded  ground  to  the  more  brilliant  and  rhythmic  violin  family,  both 
in  solo  and  ensemble  music.  To  judge  by  treatises  of  the  early  18th  century,  the 
French  school  was  characterized  by  underlying  dance  rhythms  and  more  elaborate 
decorative  elements  as  compared  with  the  freer,  more  cantabile  sound  favoured  by 
the  Italians  with  their  greater  variety  of  bowings.  The  lute,  enjoying  a  late  flowering 
in  17th-century  France  and  early  18th-century  Germany,  acquired  still  more  courses, 
often  as  many  as  13  or  14,  bringing  it  to  its  ultimate  development. 

In  woodwind  instruments  radical  changes  came  about.  During  the  1670s  and  80s 
the  Renaissance  models  were  replaced,  largely  owing  to  the  inventiveness  of  French 
makers.  The  old  one-piece  recorder,  with  a  limited  compass  and  a  cylindrical  bore, 
which  emphasized  the  strength  of  the  lower  rather  than  the  higher  register,  gave 
way  to  a  three-piece  model.  Players  could  now  make  minor  tuning  adjustments, 
play  a  greater  number  of  notes  and  in  general  perform  more  brilliantly.  The  shawm 
was  replaced  in  the  1670s  by  the  oboe,  perhaps  invented  by  Jean  Hotteterre, 
instrument  maker  to  Louis  XIV  (though  possibly  it  was  a  French  improvement  of 
a  German  instrument  brought  back  by  military  bandsmen).  The  dulcian  and  its 
relations  were  similarly  supplanted  by  the  French  basson,  as  it  was  known  in  Purcell's 
time,  although  more  conservative  German  musicians  clung  to  some  older  types  - 
for  instance,  a  great  bass  shawm  was  bought  by  Buxtehude's  church  in  Liibeck  in 
1685,  a  clumsy  single-tube  instrument  twice  the  length  of  a  bassoon  with  its  folded 
double  tube.  The  transverse  flute  went  into  a  decline  during  the  17th  century  from 
which  it  emerged  in  the  creative  and  talented  hands  of  the  Hotteterre  family  (see 
Plate  6). 

In  the  realm  of  stringed  keyboard  instruments,  national  styles  were  less  isolated 
than  was  previously  believed.  One  Italian  harpsichord  maker,  Girolamo  Zenti, 
worked  for  a  number  of  years  in  London  and  ended  his  days  in  Stockholm,  but  kept 
to  the  classical  Italian  type  of  lightly-framed  instrument  built  of  Mediterranean 
cypress  or  cedar  of  Lebanon.  In  France  17th-century  builders  made  harpsichords 
influenced  by  either  Italian  or  Flemish  prototypes,  and  even  instruments  combining 
features  of  both.  Eventually  models  derived  from  the  traditions  of  the  Ruckers 
family  of  Antwerp,  who  flourished  from  the  late  16th  century  to  the  late  17th, 
prevailed.  It  was  from  such  that  French  18th-century  harpsichords  like  the  Blanchets 
favoured  by  Couperin  were  descended.  In  England  too  the  Flemish  influence 
eventually  triumphed  in  spite  of  Zenti's  success  as  harpsichord  maker  to  Charles 
II.  Only  in  Italy  did  the  harpsichord  undergo  merely  minor  modifications.  Two- 
manual  harpsichords,  widely  used  in  the  northern  countries,  remained  rare  in 
Italy,  Spain  and  Portugal.  In  southern  Germany  and  Austria  the  Italian  model 
predominated  well  into  the  18th  century  while  in  the  north  it  gave  way  in  the  17th 
to  local  styles  more  closely  related  to  the  Ruckers  but  often  retaining  Italian  features. 
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Rectangular  virginals  continued  to  be  popular  as  domestic  instruments  in  the  17th 
century,  with  distinctive  Italian,  Flemish  and  English  models  used  not  only  in  their 
home  countries  but  also  abroad.  Towards  the  end  of  the  century  the  wing-  or  leg- 
of-mutton-shaped  spinet  supplanted  the  virginal. 

Clavichords,  a  German  and  Scandinavian  speciality  (see  Plate  25),  continued  to 
enjoy  great  popularity  long  after  the  close  of  the  Baroque  era.  It  was  surely  in 
Germany  that  the  unfretted  clavichord,  first  mentioned  in  Johann  Speth's  Ars 
Magna  Consoni  et  Dissoni  (1693),  was  created  late  in  the  17th  century.  In  Italy 
clavichords  seem  to  have  gone  largely  out  of  use  after  the  16th  century,  and  neither 
English  nor  French  clavichords  from  the  period  survive  (though  they  are  occasionally 
mentioned  in  literature  and  inventories).  But  in  the  Iberian  peninsula  the  clavichord, 
in  its  simplest  fretted  form,  flourished  long  after  1750.  Cristofori's  invention  of  a 
'harpsichord  with  piano  and  forte'  in  Florence  at  the  end  of  the  17th  century  was 
followed  by  similar  instruments  devised  by  Schroter  and  Silbermann  in  Saxony  and 
Marius  in  France;  but  the  pianoforte  did  not  come  into  wide  use  until  after  1750. 

In  organ  building,  as  in  the  repertory  the  instruments  served,  national  styles  were 
most  pronounced  over  the  entire  period,  as  they  had  been  and  would  continue  to 
be.  The  general  adoption  of  the  Werkprinzip  -  the  use  of  separate  wind-chests  for 
different  departments  of  the  instrument  -  favoured  the  instrument's  expansion.  The 
typical  16th-century  one-manual  Italian  organ  of  many  ranks  of  flue  pipes  plus  a 
vox  humana  or  unda  maris  special-effect  stop,  possibly  with  a  rudimentary  octave  of 
pull-down  pedals,  grew  larger,  influenced  by  foreign  immigrant  builders.  In 
England,  many  instruments  had  to  be  replaced  after  the  Restoration;  they  did  not 
differ  greatly  from  their  predecessors  except  that  they  tended  to  become  larger  and 
more  complex,  often  with  two  and  a  half  or  three  manuals.  By  the  end  of  the  century- 
reed  stops  were  introduced.  Pedals  remained  a  Continental  feature  until  after  the 
close  of  the  period,  but  the  swell-box,  introduced  in  1712,  soon  became  widespread 
in  England  although  generally  ignored  on  the  Continent  until  after  1750. 

The  Baroque  period  saw  the  building  of  magnificent  organs  and  a  concurrent 
flowering  of  their  repertory  in  northern  Europe.  The  French  organ  of  the  late 
Renaissance  was  enriched  and  transformed  into  the  great  Baroque  instrument  of  the 
Couperins  and  Marchand.  The  Dutch  and  North  German  tradition,  exemplified  by 
Schnitger's  instruments  and  those  of  the  Saxon  school  of  Gottfried  Silbermann, 
provided  the  vehicles  for  the  organ  music  of  Buxtehude  and  Bach.  Iberia  produced 
instruments  of  highly  distinctive  tonal  qualities  with  especially  pungent  reed  stops 
like  the  trompeta  real.  The  Alsatian  Silbermann  workshop,  under  both  Saxon  and 
French  influences,  contrived  to  produce  instruments  with  the  virtues  of  each. 
Throughout  the  period  small  chamber  organs  were  in  widespread  use  for  solo  and 
ensemble  purposes. 

France  was  more  prolific  than  Italy  in  the  production  of  treatises  on  performance. 
But  not  surprisingly  it  was  the  eclectic  Germans  who  summarized  the  practices  of 
the  Baroque  age  just  after  its  close,  in  Quantz's  treatise  on  playing  the  flute  ( Versuch 
einer  Anweisung  die  Flbte  traversiere  zu  spielen,  1752),  C.  P.  E  Bach's  keyboard  tutor 
{Versuch  iiber  die  wahre  Art  das  Clavier  zu  spielen,  1753)  and  Leopold  Mozart's 
exposition  of  violin  playing  {Versuch  einer  griindlichen  Violinschule,  1756),  as  well  as 
Johann  Friedrich  Agricola's  vocal  method  {Anleitung  zur  Singkunst,  1757).  Each 
goes  well  beyond  the  limited  technical  instruction  suggested  by  their  titles,  and 
collectively  they  encompass  a  wide  range  of  performing  practices  of  the  late  Baroque 
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period.  But  only  in  that  of  Quantz,  the  best  travelled  of  the  group  at  the  time  of  his 
writing,  are  the  French  and  Italian  styles  expounded  and  contrasted.  He  had  direct 
experience  of  both  from  the  beginning  of  his  professional  life,  studying  in  Italy  and 
visiting  France  and  England  to  broaden  his  musical  understanding  and  taste;  and 
he  was  thus  able  to  provide  a  comprehensive,  balanced  comparative  treatment  of 
the  two  great  national  styles  as  they  had  developed  to  the  close  of  the  Baroque. 

Howard  Schott 
Charlestown,  Massachusetts 
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Ornamentation  is  as  necessary  to  Baroque  music  as  clothing  to  the  human  body.  A 
lucky  few  of  us  look  our  best  with  nothing  but  a  bit  of  ribbon  in  our  hair,  and  there 
are  Bach  fugues  that  need  only  a  trill  or  two  to  point  up  the  cadences;  but  in  most 
of  the  music  of  this  period  'a  Deficiency  of  Ornaments  displeases  as  much  as  the 
too  great  Abundance  of  them',  to  quote  the  celebrated  castrato  Pier  Francesco  Tosi.1 
How  to  repair  such  a  deficiency,  how  to  tell  the  fitting  from  the  unbecoming,  and 
how  to  judge  when  abundance  turns  into  excess  are  problems  that  every  musician 
who  deals  with  this  music  must  face,  and  the  reader  might  with  some  justification 
expect  to  find  solutions  here.  But  there  are  good  reasons  for  attempting  something 
else.  Though  there  is  no  lack  of  practical  manuals  of  Baroque  ornamentation,  the 
best  of  them  can  give  no  more  than  a  fragmentary  view  of  a  subject  that  is  as  diverse 
as  the  whole  range  of  musical  styles  and  genres  to  which  the  ornamentation  must 
be  applied.  The  student  is  all  too  easily  persuaded  that  authenticity  is  a  matter  of 
matching  every  wiggle  to  the  right  kind  of  trill,  but  the  reality  is  different.  There  is 
no  direct  information  at  all  about  vast  segments  of  the  repertory  -  mid- 17th-century 
opera,  for  example  -  while  some  matters  that  are  copiously  documented,  such  as 
how  to  play  a  French  trill,  remain  controversial  after  years  in  the  glare  of  music- 
ological  research.  And  even  equipped  with  the  requisite  knowledge,  how  can  we 
emulate  the  singing  of  someone  who  had  practised  the  different  graces  since  child- 
hood and  for  whom  their  correct  placement  in  a  song  was  so  much  a  matter  of 
second  nature  that  he  could  use  them  spontaneously  as  an  expressive  resource?  How 
can  we  learn  to  improvise  cadenzas  that  will  not  sound  false  stylistic  notes,  when 
our  ears  are  laden  with  two  hundred  years'-worth  of  music  unimaginable  in  the 
Baroque  era? 

Nevertheless,  the  naked  score  must  somehow  be  fashionably  clothed,  and  in  order 
to  do  this  we  need  a  clear  notion  not  only  of  the  gulf  that  separates  us  from  the  old 
musicians  and  the  old  conditions  of  performance,  but  also  of  the  strengths  and 
weaknesses  of  our  historical  knowledge.  Instead,  therefore,  of  telling  the  reader  'how 
to  do  it\  this  essay  will  attempt  to  convey  a  sense  of  what  it  was  like  to  be  there, 
caught  up  in  the  concerns  of  a  living  musician  of  the  era,  by  viewing  one  segment 
of  it  -  early  18th-century  Italian  singing  -  through  the  eyes  of  someone  for  whom 
ornamentation  was  bread-and-butter,  who  saw  the  issues  at  close  range,  and  for 
whom  what  seem  to  us  mere  blips  on  the  evolutionary  continuum  were  revolutionary 
reversals  of  taste.  For  the  rest,  we  shall  cast  a  glance  over  the  sources,  pointing  out 
especially  the  gaps  and,  through  a  sampling  of  the  information  that  has  survived, 
giving  some  idea  of  the  variety  of  Baroque  ornament. 

Our  singer  is  Tosi,  an  old  man  when  his  book  was  published  in  1723.  This  was 
a  brilliant  year  for  music.  Bach  was  entering  upon  his  work  at  Leipzig,  Handel  was 
at  the  peak  of  his  achievement  in  heroic  opera,  Rameau  had  just  finished  his 
revolutionary  treatise  on  harmony,  and  Vivaldi  was  composing  two  concertos  a 
month.  But  for  Tosi,  the  golden  years  were  in  the  past.  Looking  back  over  his  career, 
he  identified  at  least  four  layers  of  compositional  style  and  three  of  performance  in 
Italian  vocal  music.  It  is  not  always  easy  to  unravel  his  chronology.  His  first  music 
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teacher  (perhaps  his  father)  told  him  'that  very  anciently  the  Stile  of  the  Singers 
was  insupportable,  by  reason  of  the  number  of  Passages  and  Divisions  [ornamental 
passages  of  quick  notes  sung  to  one  syllable]  in  their  Cadences  [cadenzas],  that  never 
were  at  an  end  . . .  and  were  always  the  same'  (p.  130).  These  became  at  last  so 
'odious'  that  they  were  banished.  In  another  place  Tosi  described  a  vice  of  the 
professori  antichissimi,  who  stopped  in  their  airs  'at  every  second  and  fourth,  and  on 
all  the  sevenths  and  sixths  of  the  Bass'  (i.e.  at  every  dissonance)  to  make  embel- 
lishments (p.  100).  This  was  disapproved  'over  fifty  years  ago'  by  an  otherwise 
unknown  theorist,  'Rivani  (detto  Ciecolino)',  and  reform  was  effected  by,  among 
others,  the  Bolognese  singer  F.  A.  M.  Pistocchi,  'who  has  made  himself  immortal, 
by  shewing  the  way  of  introducing  Graces  [small,  often  stereotyped  ornaments] 
without  transgressing  against  Time'.  Could  it  have  been  the  bel  canto  singers  of 
Cavalli,  Carissimi  and  Cesti  who  stopped  for  embellishments  at  every  dissonance? 
They  must  have  been  doing  it  around  1660,  'over  fifty  years'  before  Tosi  wrote  and 
before  his  direct  memory  of  singing  styles  began.  The  earliest  composers  he  himself 
remembered  to  have  'pleased'  -  whose  music  was  presumably  not  subject  to  the 
abuses  of  the  professori  antichissimi  -  were  Alessandro  Stradella  and  P.  S.  Agostini, 
both  of  whom  flourished  in  the  1670s.  Almost  nothing  is  known  of  the  ornamentation 
that  singers  added  to  Cavalli  and  Cesti;  their  music  is  usually  left  very  plain  by 


Ex.  1 

Palestrina:  Pulchra  es  arnica  mea,  as  embellished  by  Francesco  Rognoni  (1620) 
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modern  editors  and  performers.  It  would  be  doubly  surprising  if  the  cadences  were 
prolonged  by  endless  divisions,  and  one  eminent  modern  authority  has  suggested 
that  Tosi's  teacher  was  referring  to  late  Renaissance  diminutions  of  the  kind  used 
to  transform  polyphony  into  vehicles  for  the  virtuoso  soloist2  (ex.  i). 

Pistocchi's  life  (1659- 1726)  coincided  almost  exactly  with  Alessandro  Scarlatti's 
( 1 660-1 725)  and  his  singing  career  with  Tosi's  own,  that  is,  the  25  years  or  so 
ending  around  1705.  This  was  Tosi's  golden  age,  when  the  'pathetick'  was  cultivated, 
when  singers  distinguished  between  the  styles  of  theatre,  chamber  and  church,  and 
graces  did  not  distort  the  rhythm.  But  the  'moderns'  of  the  1720s  again  outrageously 
expected  'that  an  whole  Orchestre  should  stop  in  the  midst  of  a  well-regulated 
Movement,  to  wait  for  their  ill-grounded  Caprices,  learned  by  heart,  carried  from 
one  Theatre  to  another,  and  perhaps  stolen  from  some  applauded  female  Singer 
who  had  better  luck  than  skill'  (p.  100). 

The  greatest  among  the  singers  of  the  1720s  were  the  castratos  Nicolini  (Nicolo 
Grimaldi;  see  Plate  23)  and  Senesino  (Francesco  Bernardi  by  1759;  the  English  liked 
him  better  than  the  Italians  did);  the  composers  then  in  vogue,  according  to 
Tosi's  English  translator,  were  besides  Scarlatti,  Giovanni  Bononcini  (Handel's 
rival),  Francesco  Gasparini,  and  Francesco  Mancini.  He  might  have  added  Attilio 
Ariosti,  Handel  himself,  and  many  others.  Tosi's  latest  layer  of  composers,  whose 
style  had  as  yet  'gained  no  Credit  at  all  beyond  the  Alps"  (p.  1 14),  was  not  identified, 
but  it  must  have  included  young  Neapolitans  such  as  Leonardo  Vinci  and  Leonardo 
Leo  who  were  sowing  the  seeds  of  the  new,  post-Baroque  idiom,  whose  most  brilliant 
interpreter,  Farinelli,  had  just  begun  his  career.  These  new-wave  composers,  and 
by  implication  the  singers  for  whom  they  wrote,  received  a  severe  and  lengthy 
lecture  on  their  cultivation  of  vocal  athletics  at  the  expense  of  the  cantabile,  minor 
keys  and  the  pathetic. 

From  Alessandro  Scarlatti  on,  'aria'  meant  overwhelmingly  the  'da  capo'  aria, 
and  Tosi's  exhortations  and  jeremiads  regarding  its  execution  give  us  a  lively  picture 
of  what  ornamentation  meant  to  the  opera-goer  of  his  day,  and  how  tastes  conflicted 
and  fashions  changed.  The  ornamentation  of  the  da  capo  aria  was  intimately  bound 
up  with  its  form,  which  consisted  of  an  A  section  usually  divided  in  two  by  a 
modulation  to  the  dominant,  a  B  section  contrasting  in  harmony  and  sometimes  in 
tempo  as  well,  and  a  repeat  of  A.  With  the  usual  orchestral  ritorncllos  (R)  punctuating 
it  and    marking  the  usual  places  for  cadenzas,  this  form  can  be  expressed  as  follows: 

A:  R  (tonic)  -  voice  -  R  (dominant)  -  voice  *  R  (tonic)  |i  fine . 
B.  voice  (modulating,  often  from  relative  minor  to  mediant)'*  || 
Da  capo  al fine  (from  the  beginning  to  the  end  of  A). 

These  arias  admitted  four  kinds  of  ornamentation,  between  which  the  balance 
shifted  considerably  during  Tosi's  lifetime.  The  first  was  the  graces,  the  ornaments 
proper.  Their  place  was  above  all  in  the  expressive  -  'pathetick'  -  airs  of  the  Scarlatti 
period.  They  were  the  trill  and  appoggiatura  in  their  many  varieties,  the  tnessa  di 
voce  (or  swell,  to  be  used  sparingly),  mordents,  various  kinds  of  gliding  or  slurring 
(scivolo,  portamento),  and  what  appears  to  have  been  a  kind  of  rubato  {strascino,  a 
dragging)  (pp.  53  and  174;  178-9). 3  The  second  kind,  also  at  home  particularly  in 
expressive  airs,  was  according  to  Tosi  the  most  challenging  of  all  to  the  singer's 
taste  and  musicianship:  the  passi.  By  this  term  (for  which  his  translator  found  no 
exact  equivalent)  he  meant  short  groups  of  notes  -  'a  sudden  Grace  or  Flight'  - 
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introduced  without  disturbing  the  measure  but  themselves  rhythmically  nuanced  - 
'stol'n  on  the  Time,  to  captivate  the  Soul'  -  and  dynamically  shaded  (pp.  i74f.; 

177)- 

All  this  ornamentation  was  the  responsibility  of  the  singer,  who  was  supposed  to 
have  practised  it  from  childhood  and  to  have  the  intelligence  and  taste  to  introduce 
it  so  as  to  enhance  both  beauty  and  expression.  Even  the  stereotyped  ornaments 
were  rarely  indicated  by  the  composer,  and  Tosi  deplored  the  modern  tendency  to 
notate  appoggiaturas:  'Poor  Italy*  pray  tell  me;  do  not  the  Singers  now-a-days  know 
where  the  Appoggiaturas  arc  to  be  made,  unless  they  are  pointed  at  with  a  Finger?' 
(p.  39).  Ornamentation  of  this  kind  was  more  than  mere  decoration;  it  supplied  the 
performer  with  an  instrument  with  which  to  play  upon  the  susceptibilities  of  his 
listeners.  Lulling  his  audience  with  'a  seeming  Plainness,  as  if  he  aim'd  at  nothing 
else',  a  singer  could  then  'rouse  them  that  Instant  with  a  Grace\  and  when  they 
were  again  awake  he  could  'return  to  his  feigned  Simplicity',  though  he  could  no 
longer  'delude  those  that  hear  him,  for  with  an  impatient  Curiosity  they  already 
expect  a  second,  and  so  on'  (p.  172). 

The  third  category  of  ornaments  was  the  divisions  (passaggi),  vocalized  passages 
of  a  kind  familiar  to  anyone  who  knows  Handel's  Messiah.  In  principle,  they  were 
written  into  the  aria  by  the  composer,  who  had  in  mind  the  particular  abilities  of 
the  singer  for  whom  it  was  destined.  An  'air  of  execution',  as  Burney  termed  it, 
normally  had  at  least  one  long  passage  in  each  half  of  the  A  section  and  often  one 
or  more  in  the  B.  'Divisions',  according  to  the  great  historian,  'being  the  fashionable 
trimmings  of  an  air,  are  as  general  as  those  of  a  garment.  Handel,  Bononcini,  and 
Attilio  [Ariosti],  all  give  the  same  divisions  in  songs  of  execution,  as  they  did  in 
rapid  accompaniments  to  other  songs'.  And  Burney  included  an  aria,  written  for 
Senesino  by  Ariosti  in  his  Vespasiano  (1724),  as  'an  exhibition  of  all  the  furbelows, 
flounces,  and  vocal  fopperies  of  the  times'4  (ex.  2).  We  should  not  read  Burney's 
epithets  as  disparaging  divisions  in  general,  but  only  outdated  ones.  On  the  contrary, 
his  praise  of  later  operas  and  singers  includes  repeated  references  to  the  'newness' 
and  'invention'  displayed  in  divisions. 

It  was  Tosi,  rather,  who  inveighed  against  divisions  -  or  at  least  against  the 
excessive  use  of  them  made  by  the  'moderns'.  Certainly,  he  said,  every  student 

Ex.  2 

Ariosti:  air  in  V espasiano  as  sung  by  Senesino 
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should  practise  them  assiduously,  beginning  with  stepwise  figures  and  proceeding 
to  the  most  difficult  intervals;  an  hour  a  day  was  insufficient  for  even  the  quickest 
learner.  They  were  for  the  singer  what  Czerny  was  to  become  for  the  pianist,  and 
the  same  instrumental  standard  of 'easy  Velocity  and  true  Intonation'  was  required; 
'for  when  they  are  well  executed  in  their  proper  Place,  they  deserve  Applause,  and 
make  a  Singer  more  universal;  that  is  to  say,  capable  to  sing  in  any  Stile'  (p.  51). 
But  Tosi  deplored  the  tendency  for  the  brilliant  to  crowd  out  the  cantabile. 
Comparing  the  'ancients'  and  the  'moderns',  he  complained  that  'the  Study  of  the 
Pathetick  was  the  Darling  of  the  former;  and  Application  to  the  most  difficult 
Divisions  is  the  only  Drift  of  the  latter'  (p.  109).  Singers  of  the  present  transformed 
their  airs  'with  a  horrible  Metamorphosis  into  so  many  Divisions',  and  'like  Racers, 
run  full  Speed  with  redoubled  Violence  to  their  final  Cadences'  (pp.  136-7). 

The  last  category  of  ornaments  in  da  capo  arias  was  the  cadenza.  Every  aria  had 
at  least  three,  according  to  Tosi  (it  is  not  entirely  clear  whether  this  was  a  sarcastic 
reference  to  'modern'  excess  or  a  recommended  number;  an  aria  survives  as  sung 
by  Farinelli  with  no  fewer  than  seven.5).  As  the  scheme  on  p.  419  shows,  a  cadenza 
came  at  the  end  of  the  A  section  in  each  of  its  statements.  Whether  indicated  by  a 
fcrmata  or  not,  it  was  taken  on  a  six-four  chord  or  other  suitable  harmony  preceding 
the  final  chord,  and  it  usually  ended  with  a  trill,  which  was  the  signal  for  the 
orchestra  to  resume  playing.  Like  divisions,  cadenzas  in  Tosi's  view  suffered  at  the 
hands  of  the  moderns  from  galloping  hypertrophy,  and  one  of  his  most  quoted 
passages  describes  them:  'Generally  speaking,  the  Study  of  the  Singers  of  the  present 
Times  consists  in  terminating  the  Cadence  of  the  first  Part  with  an  overflowing  of 
Passages  and  Divisions  at  Pleasure,  and  the  Orchestre  w  aits;  in  that  of  the  second  the 
Dose  is  encreased,  and  the  Orchestre  grows  tired;  but  on  the  last  Cadence,  the  Throat 
is  set  a  going,  like  a  Weather-cock  in  a  Whirlwind,  and  the  Orchestre  yawns'  (pp. 
128-9).  Cadenzas  like  this  were  apparently  emulated  by  instrumentalists,  even  while 
accompanying  a  singer,  if  we  are  to  believe  Burncy's  famous  anecdote: 
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One  night,  while  Handel  was  in  Dublin,  Dubourg  [violinist  and  leader  of  the  orchestra  in 
the  first  performance  of  Messiah],  having  a  solo  part  in  a  song,  and  a  close  to  make,  ad 
libitum,  he  wandered  about  in  different  keys  a  great  while,  and  seemed  indeed  a  little 
bewildered,  and  uncertain  of  his  original  key  . . .  but,  at  length,  coming  to  the  shake  [trill], 
which  was  to  terminate  this  long  close,  Handel,  to  the  great  delight  of  the  audience,  and 
augmentation  of  applause,  cried  out  loud  enough  to  be  heard  in  the  most  remote  parts  of 
the  theatre:  'You  are  welcome  home,  Mr.  Dubourg!'6 

Tosi  said  little  about  what  he  considered  desirable  in  cadenzas,  but  one  gathers  that, 
except  for  the  last  one,  the  cadenzas  should  as  far  as  possible  be  fitted  into  the 
written  note-values  and  not  interrupt  the  rhythm. 

He  had  much  to  say  about  excess  in  ornamentation,  and  the  present-day  reader 
who  is  accustomed  to  none  at  all  (except  in  popular  music,  where  he  is  unlikely  to 
recognize  it  for  what  it  is)  can  find  all  he  needs  to  excuse  his  distaste  for  cluttering 
up  the  classics.  We  must  be  aware,  however,  that  what  offended  Tosi  was  orna- 
mentation of  a  luxuriance  almost  inconceivable  today  (again,  outside  a  brilliant  jazz 
solo).  A  fraction  of  it  would  be  a  great  deal  by  our  standards,  yet  no  more  than  an 
indispensable  minimum  by  those  of  the  Baroque  era.  Let  us  consider  these  excesses 
from  the  point  of  view  of  those  who  committed  them.  What  else,  after  all,  should 
we  expect  of  an  unfortunate  castrato,  necessarily  trained  from  childhood  for  no 
other  purpose  than  to  astonish  a  paying  public  with  feats  of  vocal  prowess,  than 
that  he  should  exert  every  fibre  to  justify  his  lot  by  arousing  them  to  the  loudest 
possible  applause  at  each  cadenza  or  passage  of  divisions?  From  Tosi's  'moderns' 
on,  for  50  years,  the  European  opera  public  (the  French  partially  excepted)  demanded 
and  got  everything  that  Tosi  deplored;  this  w  as  the  most  visible,  the  most  spectacular 
feature  of  mid- 18th-century  music,  whether  we  like  it  or  not.  Divisions  were  for 
them  the  equivalent  of  the  high  Cs  bellowed  out  by  today's  beefy  tenors. 

Tosi  may  strike  a  chord  with  us  for  his  disapproval  of  ornamental  extravagance, 
but  he  demanded  something  else  that  we  are  even  less  likely  to  be  able  to  reconstruct 
than  the  agility  of  the  castratos:  inexhaustible  invention.  The  very  structure  of  the 
da  capo  aria  presupposed  fresh  ornaments  on  the  reprise  of  the  A  section: 

Among  the  Things  worthy  of  Consideration,  the  first  to  be  taken  Notice  of,  is  the  Manner 
in  which  all  Airs  divided  into  three  Parts  are  to  be  sung.  In  the  first  they  require  nothing 
but  the  simplest  Ornaments,  of  a  good  Taste  and  few,  that  the  Composition  may  remain 
simple,  plain,  and  pure  [these  three  adjectives  translate  Tosi's  intatta,  'intact',  quite  a 
different  idea];  in  the  second  they  expect,  that  to  this  Purity  some  artful  Graces  [un  artificio 
singolare]  be  added,  by  which  the  Judicious  may  hear,  that  the  Ability  of  the  Singer  is 
greater;  and,  in  repeating  the  /fir,  he  that  does  not  vary  it  for  the  better,  is  no  great  Master 
(PP-  93-4)- 

But  'the  most  celebrated  among  the  Ancients'  compounded  this  variety  by  'varying 
every  Night  their  Songs  in  the  Opera's,  not  only  the  Pathetick,  but  also  the  Allegro1  - 
that  is,  they  varied  the  reprise  differently  at  every  performance.  The  student  was 
advised  to  acquire  this  ability  by  singing  differently  at  every  rehearsal:  no  other 
ornaments  but  the  most  natural  at  the  first  rehearsal,  then  gradually  'artificial'  ones, 
'and  so,  from  one  Rehearsal  to  another,  always  varying  it  for  the  better'  (pp.  94; 
97).  Nor  might  these  be  written  out  ahead  or  borrowed,  if  the  singer  was  to  escape 
Tosi's  contempt.  It  was  'no  great  Profit  to  the  Scholar,  to  have  a  great  number  of 
Airsy  in  w  hich  a  Thousand  of  the  most  exquisite  Passages  of  different  Sorts  were 
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Ex.  3 

Giovanni  Bononcini:  chamber  duct  for  two  altos  with  embellishments  by  Carlo  Antonio 
Benati,  ^1710 


as  written 


as  aung  the 
first  time 


as  sung  on 

'da  capo' 


P 


Sem-pre  pian 


e   dir  non 


h  fr 


5 


e  dir  non 


Pi 


♦ 


-h  K- 


so 


quan  -  do  ma     -      i         io  rt 


de  -  rb, 


(trills  and  other  graces  would  have  to  be  added  on  both  statements) 

written  down:  For  they  would  not  serve  for  all  Purposes,  and  there  would  always 
be  wanting  that  Spirit  which  accompanies  extempore  Performances,  and  is  preferable 
to  all  servile  Imitations'  (pp.  155,  92).  For  Tosi,  the  musician  'that  abounds  in 
Invention,  though  a  moderate  Singer,  deserves  much  more  Esteem,  than  a  better 
who  is  barren  of  it;  for  this  last  pleases  the  Connoisseurs  but  once,  whereas  the 
other,  if  he  does  not  surprise  by  the  Rareness  of  his  Productions,  will  at  least  gratify 
your  Attention  with  Variety'.  Tosi,  in  other  words,  was  demanding  nothing  less 
than  that  singers  should  improvise  their  graces,  their  passi,  their  cadenzas  and  their 
variations  upon  the  written  divisions,  on  the  stage,  with  freshness  and  spontaneity, 
'going  from  one  Note  to  another  with  singular  and  unexpected  Surprizes,  and 
stealing  the  Time  exactly  on  the  true  Motion  of  the  Bass  [that  is,  altering  the  rhythm 
without  distorting  the  beat]'  (p.  129).  Like  a  litany,  this  caution  against  tampering 
with  the  beat  or  tempo  resounds  throughout  the  book:  'I  cannot  sufficiently  rec- 
ommend to  a  Student  the  exact  keeping  of  time,  and  if  I  repeat  the  same  in  more 
than  one  place,  there  is  more  than  one  Occasion  that  moves  me  to  it'  (p.  99).  Clearly, 
inattention  to  this  matter  was  a  vice  of  the  'moderns'.  Or  perhaps  liberties  with 
time,  both  rushing  ahead  and  pausing  for  ornaments,  were  cultivated  as  an  accepted 
component  of  performing  style  around  1720  and  appeared  vicious  only  to  critics  of 
Tosi's  generation;  Burney  did  not  complain  about  it,  nor  did  Mancini,  though  he 
cited  Tosi  with  respect.7 

For  Tosi,  and  perhaps  for  our  common  sense,  improvised  variations  and  passages 
belonged  only  in  solo  arias;  he  remembered  hearing  once  'a  famous  Duetto  torn  into 
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Atoms  by  two  renown'd  Singers,  in  Emulation;  the  one  proposing,  and  the  other 
by  Turns  answering,  that  at  last  it  ended  in  a  Contest,  who  could  produce  the  most 
Extravagancies'  (p.  150).  Perhaps  it  was  the  duet  of  ex.  3!  It  is  unlikely,  in  any  case, 
that  this  warning  was  meant  to  apply  to  the  graces;  Lorenzo  Penna,  one  of  the  rare 
Italians  to  mention  ornamentation  in  the  dark  century  preceding  Tosi,  advised  only 
that  if  two  parts  have  'Gorghe,  6  Trilli'  (his  trills  could  mix  alternations  with 
reiterated  notes),  they  should  imitate  or  answer  one  another,  not  be  simultaneous.8 
It  is  only  fair  to  say,  however,  that  even  in  solo  music  Tosi's  recommendation  of 
perpetual  variation  was  regarded  by  his  translator  (in  1742)  with  reservations.  A 
footnote  observes:  'With  due  Deference  to  our  Author,  it  may  be  feared,  that  the 
Affectation  of  Singing  with  Variety  has  conduced  very  much  to  the  introducing  a 
bad  Taste'.  The  nature  of  that  taste  is  not  described,  but  again,  we  are  reminded 
that  two  kinds  usually  coexist:  the  plaintiff's  good  taste  and  the  defendant's  bad. 

The  choice  of  Tosi  for  so  much  attention  has  not  been  arbitrary;  his  was  the  most 
influential  treatise  on  performance  in  the  most  influential  genre  of  all  Baroque  music, 
Italian  opera.  Indeed  it  was  the  only  important  Italian  treatise  dealing  extensively 
with  ornamentation  between  1620  and  1750. In  spite  of  the  fact  that  his  sympathies 
were  all  with  a  style  of  singing  outmoded  by  the  time  his  book  appeared,  he  was 
translated  not  only  into  English  but  also  partly  into  Dutch  and,  as  late  as  1757,  into 
German  by  Bach's  pupil  J.  F.  Agricola  (who,  being  a  German,  doubled  the  size  of 
the  original  with  his  commentary  J.1*  Tosi  was  read,  studied  and  cited  by  singing- 
teachers  for  over  50  years.  Although  much  of  what  he  said  is  maddeningly  vague  - 
he  gave  not  a  single  example  in  musical  notation,  and  even  his  translators,  steeped 
as  they  were  in  Italian  opera  and  having  the  sound  of  the  greatest  castratos  in  their 
ears,  misunderstood  him  and  sometimes  simply  gave  up  on  his  unruly  rhetoric  - 
Tosi  provides  us  with  the  best  platform  from  which  to  view  the  field  of  Baroque 
ornamentation  as  it  was  perceived  at  the  time  and  not  as  our  neat  handbooks  on 
early  music  performance  might  lull  us  into  imagining  it. 

The  conflicts  and  shifts  in  taste  that  Tosi  chronicled,  and  even  more,  the  great  gaps 
he  left  unfilled  (Agricola's  commentary  shows  how  broad  these  were  even  for  the 
18th-century  reader),  are  but  a  sample  of  the  diversity  of  taste  and  deficiency  of 
source  materials  for  the  era  as  a  whole.  The  production  of  performance  treatises  was 
exceedingly  lopsided  in  the  Baroque  period  and  corresponded  not  at  all  to  the 
distribution  of  important  repertory.  The  near  silence  of  the  Italians  on  matters  of 
ornamentation  after  1620,  when  their  opera  was  about  to  develop  into  one  of  the 
main  cultural  forces  of  the  next  100  years,  followed  a  period  of  amazing  fecundity. 
Lucid,  copiously  illustrated  manuals  on  diminution  technique  (the  Renaissance 
equivalent  of  divisions  and  graces)  appeared  with  regularity  just  before  and  after 
1600:  Dalla  Casa's  //  vero  modo  di  diminuir  (1584),  Bassano's  Ricercate,  passaggi,  et 
cadentie  (1585),  Riccardo  Rognoni's  Passaggi  per  potersi  essercitare  nel  diminuire 
(1592),  Conforti's  Breve  et  facile  maniera  ...a  far  passaggt (1593  or  1603),  Bovicelli's 
Regole,  passaggi  di  musica  (1594)  and  Francesco  Rognoni's  Selva  de  varii  passaggi 
(1620)  are  some  of  them.10  It  was  Caccini,  in  the  preface  to  his  Le  nuove  musiche 
(1602),  who  grafted  on  to  the  vocabulary  of  Renaissance  passaggi  (which  were 
essentially  the  same  for  all  media)  certain  new,  characteristically  vocal  ornaments 
designed  to  intensify  the  expression  of  the  new,  affective  solo  song  and  operatic 
recitative."  Some  of  these  were  the  esclamatione  (crescendo  or,  preferably  for  Caccini, 
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dccrescendo  on  a  note  after  a  sharp  attack),  cresccre  e  scemare  della  voce  (crescendo 
and  diminuendo  on  a  note,  later  called  messa  di  voce),  the  intonazione  (a  kind  of 
slide)  and  the  trillo  (a  more  or  less  rapid  reiteration  of  a  note).  German  theorists  of 
the  17th  century  based  their  ornamental  doctrine  on  this  Italian  practice  as  expanded 
by  Caccini.  Their  books  dealt  almost  entirely  with  singing,  while  their  instrumental 
ornamentation,  so  far  as  it  can  be  reconstructed,  seems  to  have  been  a  mixture  of 
the  old  diminutions  (which  their  late  Renaissance  keyboard  'colourists'  developed 
at  exuberant  length)  with  slightly  later  Italian  styles  in  violin  and  keyboard  music, 
English  virginal  ornamentation  (including  the  characteristic  symbols),  and  the  graces 
of  the  French  lute  masters,  who  overran  Germany  in  the  early  part  of  the  century. 

One  of  the  small  mysteries  of  music  history  is  the  exact  meaning  of  those  double 
and  single  slanting  strokes  that  the  English  virginalists  put  through  the  stems  of 
their  notes  between  1550  and  1650.  Though  it  is  generally  assumed  that  they 
signified  various  kinds  of  trills,  mordents,  slides  etc.,  no  treatise,  not  even  a  table  of 
ornaments,  survives  to  explain  them.12  But  the  style  of  the  music,  transmitted  to 
Germany  through  Swcelinck's  teaching,  evidently  carried  along  with  it  the  ornament 
signs,  whose  traces  can  be  found  in  Kuhnau,  Bach's  predecessor  at  Leipzig,  and 
perhaps  in  certain  signs  in  Bach's  own  youthful  compositions.  The  lack  of  any  clue 
to  the  virginalist's  strokes  is  all  the  more  puzzling  because  the  first  important  table 
of  ornament  signs  to  be  printed  was  English.  It  was  included  in  Christopher 
Simpson's  Division-Violist  (1659),  a  treatise  devoted  principally  to  an  art  on  the 
border  between  ornamentation  and  improvisation:  the  extempore  'breaking'  of  a 
bass  or  of  a  simple  counterpoint  to  it  (also  extemporized)  into  divisions.  The 
table  contained  1 3  items  with  their  explanations,  which  doubtless  represented  the 
repertory  of  graces  in  mid- 17th-century  English  consort  music: 

Ex.  4 

Christopher  Simpson:  The  Division-l  wlist  (1659;  2nd  edn,  1665) 


3 


3eat.  txy  :  !BtuXfaIT    txf.    $(m£Ce-%ukftill    exf  .  tfe vatxon 


IE 


♦— r  + 


Sputj  e  r. 


e  v; 


*tt 


1  /TVTV^VTvtYi  fuV 


f-X-j) 


l»***T^T*I^*v 


Cfose    Sfjuke .    exp:      Shdufjieat .  exjj 


t  f tvation       exp : 


It 


^^H^f^M^^^ij^i^fr^  fJtt  "Hut  
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A  comment  adds: 4  To  these  may  be  added  the  Gruppoy  Trillo,  or  any  other  Movement 
of  the  Voyce  imitated  on  the  Viol,  by  playing  the  like-moving  Notes  with  one  motion 
of  the  Bow'.  Here  is  further  witness  to  the  leading  place  of  the  voice  in  Baroque 
performing  style  and  a  hint  that  English  singers,  like  the  Germans,  based  their 
otherwise  scantily  documented  ornamental  practice  on  that  of  the  Italians.  English 
lutenists,  also  like  the  Germans,  let  themselves  be  swept  up  by  the  international 
fashion  of  the  French  school,  and  their  ornamentation  as  described  in  Thomas 
Mace's  Mustek's  Monument  (1676)  and  in  the  delightful  and  infinitely  informative 
instruction  book  of  Mary  Burwell  was  correspondingly  French.13 

Four  pages  of  the  encyclopedic  Harmonie  Universelle  (1636-^7)  by  Marin  Mersenne 
were  devoted  to  a  description  of  French  lute  ornaments;  in  another  place  Mersenne 
Ex.  5 

Mersenne,  Harmonie  Universelle,  vol.  iii,  Livre  quatrieme  des  instruments,  pp.  186-9 


"       r    f  r 
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gave  diminutions  for  the  first  30  bars  of  the  top  voice  of  a  five-part  fantaisie  by 
Henry  Le  Jeune  'in  order  to  show  how  violins  [he  probably  meant  the  famous  band 
of  the  king's  Vingt-quatre  Violons]  are  accustomed  to  embellish  all  kinds  of  pieces' 
(ex.5). 

Harpsichord  ornamentation  as  described  by  Mersenne  was  of  two  kinds,  mech- 
anical diminutions  attaining  breakneck  speed  in  a  scries  of  variations,  and  graces, 
for  an  account  of  which  the  reader  was  referred  to  the  section  on  the  lute.  The 
embellisement  des  chants  (ornamentation  of  song)  received  70  pages14  (they  include 
long  digressions  on  other  subjects)  and  several  illustrations.  These  owed  nothing  to 
Caccini,  even  though  he  had  spent  several  months  at  the  French  court  in  1604-5; 
his  dynamic  ornaments  smacked  too  much  of  the  spoken  stage  for  French  singers 
(there  was  as  yet  no  opera  in  France).  The  examples  included  an  air  de  cour  by 
Boesset  in  a  number  of  versions:  plain,  with  graces  only,  and  with  rich  diminutions 
by  different  composers  in  both  melody  and  bass  (the  ornamentation  produces 
egregious  parallels  if  done  simultaneously  in  both  parts).15 

Thirty  years  later  the  air  de  cour  was  still  the  focus  of  the  art  of  vocal  ornamen- 
tation. Around  1667  two  treatises  were  published,  one  in  Paris  representing  the 
newest  style  of  singing,  one  in  Besancon  teaching  a  very  different  style  of  orna- 
mentation, provincial  and  retrospective.,b  With  these  two  books  began  a  flowering 
of  French  writing  on  musical  performance  in  all  media  that  continued  until  the  end 
of  the  Baroque  period  and  beyond.  The  national  passion  for  clarity  of  plan  and 
expression  made  of  this  body  of  writing  a  treasure  of  easily  comprehended  source 
material  for  modern  researchers  -  easily  comprehended,  that  is,  so  long  as  they  did 
not  look  at  too  much  of  it  or  make  close  comparisons.  If  they  did,  they  would  find 
with  Monteclair,  one  of  the  best  and  most  prolific  writers  on  performance,  that 

there  is  little  agreement  on  either  the  signs  or  the  names  of  the  ornaments  . . .  Viol  teachers, 
for  example,  designate  a  trill  by  a  backwards  C  which  they  place  after  the  note;  singing 
teachers  ...  by  a  little  cross  before  the  note;  organists  by  this  sign  <**  over  the  note;  players 
of  the  lute,  theorbc  and  guitar  use  still  other  signs  for  the  trill.  There  are  masters  who 
claim  with  reason  that  what  is  commonly  called  cadence  should  be  called  trill,  since  there 
is  plenty  of  difference  between  them  . . .  the  fiatte  is  called  that  by  viol  players;  violinists 
call  it  tremblement  mineur;  there  are  singing-teachers  who  call  it  battement  . . .  even  the 
masters  do  not  understand  each  other,  and  the  pupil  of  one  teacher  understands  neither 
the  language  nor  the  notation  of  another.17 

Voluble  as  the  French  were  on  matters  of  ornamentation,  they  were  almost  silent 
on  one  topic  of  capital  importance,  the  performance  of  the  singing  parts  in  Lully's 
operas.  The  luxuriant  though  finely  detailed  embellishment  of  the  air  de  cour  would 
of  course  destroy  any  dramatic  characterization.  Lully  admitted  some  ornaments  - 
trills,  at  least,  since  Rameau  defended  one  of  them  against  the  attack  of  Rousseau18  - 
but  it  may  have  been  that  ornaments  were  otherwise  kept  to  a  minimum.  Monteclair, 
discussing  what  he  called  the  passage  (more  or  less  the  equivalent  of  Tosi's  passo), 
said  that  Lully  'preferred  melody,  fine  progressions,  pleasing  harmony,  correct 
expression,  naturalness,  and  finally  noble  simplicity  to  the  absurdity  of  doubles  [he 
evidently  meant  diminutions  of  the  kind  with  which  singers  of  airs  de  cour  were 
accustomed  to  vary  the  different  stanzas]  and  of  strange  music  whose  claimed  merit 
consists  only  in  shifts,  in  circuitous  modulations,  in  the  harshness  of  chords,  in  din 
and  confusion'.19  What  Lully  abhorred  is  precisely  what  other  writers  of  Montcclair's 
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time  called  la  musique  baroque;  and  it  was  above  all  instrumentalists  who  'to  imitate 
the  style  of  the  Italians,  disfigure  the  nobility  of  simple  melodies  with  often  ridiculous 
variations'.  (Monteclair's  'noble  simplicity'  made  do  with  18  principal  ornaments 
and  innumerable  sub-types). 

The  orchestral  performing  style  appropriate  to  the  dances  in  Lully's  operas  was 
minutely  described  by  his  German  disciple  Georg  Muffat  in  1698.  Here  there  were 
12  principal  ornaments  -  20  if  the  subtypes  are  included  -  designated  by  a  ter- 
minology and  system  of  symbols  largely  unique  to  Muffat.20  Especially  valuable  in 
Muffat's  essay  are  his  rules  for  the  correct  placement  of  graces  not  indicated  in  the 
score.  As  a  sample,  here  is  a  paraphrase  of  his  rules  for  the  use  of  the  trill 
(tr emblement).  It  is  not  used  on  the  first  note  of  a  piece,  a  phrase,  or  an  ascending 
figure  unless  the  note  is  the  third  of  the  chord  or  is  sharped.  In  those  cases,  either 
a  simple  trill  or  one  ending  in  a  turn  or  'suffix'  {tremblement  reflechissant)  may  be 
used.  An  ascending  passing  note  may  have  a  trill  with  suffix,  but  rhythmically  strong 
notes  that  ascend  should  not  be  trilled,  unless  they  are  the  third  of  the  chord  or 
sharped,  in  which  case  they  should  almost  always  be  decorated  with  a  trill  if  not  too 
quick.  In  descending  stepwise  one  can  easily  make  occasional  trills  on  strong  notes, 
especially  if  dotted,  and  sometimes  even  on  weak  notes  if  they  are  not  too  quick.  In 
quicker  descents,  trill  only  here  and  there  on  strong  notes.  Although  leaping  up  to 
a  trill  is  considered  an  error,  it  is  nevertheless  allowed  on  the  third  of  the  chord  or 
on  sharped  notes.  It  is  used  very  seldom  leaping  down,  unless  the  interval  is  a  third 
or  the  trilled  note  is  the  third  of  the  chord  or  sharped.  In  cadences  there  are  certain 
notes  that  demand  the  trill  and  others  that  refuse  it.  It  is  rarely  done  on  the  final 
note  unless  it  drops  by  a  second  or  a  third  or  falls  on  the  third  or  a  sharped  note 
with  an  anticipation. 

At  almost  the  same  time  an  English  handwritten  set  of  rules  for  the  recorder  was 
more  lavish  in  its  recommendations  for  the  use  of  trills:  although  neither  first  nor 
last  notes  were  trilled,  all  dotted  notes,  all  sharps,  the  penultimate  note  of  cadences, 
the  second  of  three  descending  crotchets  whether  by  steps  or  thirds,  and  all 
descending  flats  were  to  be  trilled,  but  no  ascending  flats.21 

Unfortunately,  no  such  rules  exist  for  Bach.  Bach  was  heir  to  the  complex  German 
ornamental  traditions  sketched  above,  but  to  them  he  added  the  fruits  of  his  diligent, 
first-hand  study  of  contemporary  French  and  Italian  practices.  He  copied  the  table 
that  D'Anglebert  printed  in  his  harpsichord  collection  of  1689,  containing  29  items 
and  using  14  symbols  in  a  variety  of  positions  and  combinations  (ex.  6),  as  well  as 
a  considerable  amount  of  French  harpsichord  and  organ  music. 

He  arranged  a  number  of  Vivaldi's  concertos  for  those  same  instruments,  some- 
times expanding  Vivaldi's  schematic  melodies  into  florid,  performer's  cantilenas. 
The  ornament  table  that  he  made  for  Wilhelm  Friedemann  conformed  to  this 
international  mix,  so  far  as  it  went,  and  the  lavish,  written-out  ornamentation  with 
which  he  adorned  many  of  his  mature  compositions  was,  like  so  much  of  the 
substance  of  his  music,  a  personal  synthesis  of  all  these  elements.  But  his  works 
abound,  nevertheless,  with  unanswered  questions  -  not  only  how  to  ornament  his 
music  when  it  is  written  plain  or  to  supplement  the  ornamentation  provided  when 
it  seems  insufficient,  but  how  to  interpret  the  signs  when  the  solutions  of  his  own 
table  seem  not  to  fit,  and  even  beyond  that,  how,  exactly,  to  execute  ornaments 
whose  general  shape  is  not  in  doubt.  Slow?  Fast?  Accelerating?  Long?  Short? 

There  are  other  questions.  Should  we  make  cadenzas  at  fermatas,  as  some 
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Ex.  6 

J.-H.  D'Anglebert:  Pieces  de  clavecin  (Paris,  i68q) 
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enthusiastic  organists  do  just  before  the  end  of  the  Passacaglia  and  Fugue?  Should 
we  vary  the  repeats  of  the  dances  in  a  Bach  suite?  In  both  cases  there  are  writtcn- 
out  models  to  imitate,  but  is  not  that  very  fact  evidence  that  Bach  would  have 
written  any  cadenzas  or  variations  that  he  wanted?  The  whole  raison  d'etre  of  the 
da  capo  aria  in  18th-century  Italian  opera  was  to  provide  an  opportunity  for  singers 
to  extemporize  ornaments  and  variations;  arc  the  infinitely  denser  and  more  finely 
detailed  arias  of  Bach's  cantatas  an  exception?  Certainly  those  of  Handel,  who  was 
born  the  same  year  just  down  the  road  from  Eisenach,  are  not;  but  Handel  was 
writing  for  international  stars,  while  Bach  was  writing  for  provincial  youths  for 
whom  he  seems  to  have  had  nothing  but  contempt. 

Barring  the  unlikely  discovery  of  a  performance  treatise  by  the  composer  himself, 
we  shall  never  have  authentic  answers  to  these  questions,  but  even  if  such  a  discovery 
were  made,  questions  would  remain.  Monteclair's  Principes  is  one  of  the  clearest 
and  most  complete  singing  tutors  of  the  age,  but  it  certainly  does  not  answer  every 
question  that  arises  in  its  author's  own  cantatas.  There  are,  perhaps  surprisingly  for 
many  readers,  documents  of  the  18th  century  that  do  give  all  the  answers  regarding 
ornamentation,  and  in  at  least  one  case  they  arc  authentic  ones,  that  is,  the  orna- 
mentation was  authorized  by  the  composer;  but  the  piece  is  trivial  and  it  is  post- 
Baroque.  These  documents  are  of  course  automatic  instruments,  or  the  plans  for 
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them.22  But  strangely  enough,  listening  to  those  instruments,  confronted  with  the 
reality  of  alien  performances  whose  authenticity  we  yearned  for  only  so  long  as  it 
was  unattainable,  we  say,  'Yes,  isn't  that  interesting.  But  I  prefer  it  this  way'.  That 
is,  the  truth  suddenly  becomes  real  like  any  other  reality,  and  we  see  how  easy  it  is 
to  exchange  it  for  a  different  truth  -  our  conception  of  the  work.  Do  we  all  necessarily 
prefer  Stravinsky's  recording  of  the  Rite}  Would  we  find  Bach's  playing  to  our 
liking? 

The  fact  remains,  however,  that  we  have  nothing  but  inferences  with  which  to 
answer  the  riddles  of  Bach's  ornamentation,  and  so  we  seize  upon  every  clue  to 
refine  these  inferences.  One  of  the  most  frustrating  coincidences  in  the  history  of 
musical  performance  was  the  appearance  between  175 1  and  1756  of  no  fewer  than 
seven  of  the  most  exhaustive  and  authoritative  treatises  on  the  subject  ever  written.23 
Only  a  little  while  after  Bach's  death,  and  one  of  the  authors  his  own  son!  Surely 
these  must  contain  all  we  need  to  know  to  perform  the  master's  music  as  he  would 
want.  But  Bach  was  old-fashioned  long  before  he  died,  and  these  books  were  meant 
to  instruct  their  readers  in  the  music  of  the  present,  the  galant  style  of  mid  century. 
One  of  the  threads  running  through  post-war  musicology  has  been  the  gradual 
discrediting  of  these  treatises  as  sources  for  Baroque  performing  practices,  yet  they 
are  so  intelligent,  so  well-written,  so  unchallenged  by  any  comparable  earlier  works 
and,  above  all,  so  silent  with  regard  to  their  exact  position  in  the  continuum  of 
changing  styles,  that  it  is  with  the  greatest  difficulty  that  we  learn  to  distinguish  in 
them  between  what  is  truly  a  survival  of  Baroque  tradition  and  what  is  new,  and 
therefore  anachronistic  for  Baroque  music. 

The  doctrines  of  Baroque  performance  that  were  built  up  over  the  past  75  years 
using  these  treatises  -  but  particularly  C.  P.  E.  Bach  and  Quantz  -  as  a  point  of 
departure  have  been  vigorously  challenged  in  the  past  20;  and  here  it  is  impossible 
to  avoid  mention  of  Frederick  Neumann,  author  of  an  immense  monograph  on 
Baroque  and  post-Baroque  ornamentation,  of  which  the  central  purpose  was  to 
reverse  the  massive  inertia  of  these  doctrines  as  they  applied  to  J.  S.  Bach.24  The 
doctrines  Neumann  addressed  did  not,  however,  touch  more  than  a  small  part  of 
the  whole  field  of  ornamentation  -  not  one  of  the  questions  so  far  dealt  with  in  this 
essay.  They  were  concerned  solely  with  details  of  the  execution  of  certain  graces: 
the  rule  that  trills  should  begin  on  the  beat  with  the  upper  auxiliary  and  the  rule 
that  appoggiaturas,  slides,  turns,  mordents  and  arpeggios  should  be  played  on,  not 
before  the  beat,  thus  causing  a  delay  in  the  attack  of  the  main  note  for  as  long  as  it 
took  to  execute  the  ornament.  These  rules  conflicted  with  the  usage  of  mainstream 
music  as  inherited  from  the  19th-century  treatises  of  Hummel,  Spohr  and  others, 
and  transmitted  by  a  century  of  conservatory  training.  According  to  this  usage,  trills 
began  by  preference  on  the  main  note,  and  other  ornaments  were  fitted  in  as  far  as 
possible  so  as  not  to  shift  the  main  note  (the  one  decorated)  from  its  written  rhythmic 
position. 

Neumann's  researches,  which  began  to  appear  in  the  1960s,  sought  to  accumulate 
as  much  evidence  as  possible  for  the  use  of  main-note  trills  and  for  the  placement 
of  ornaments  before  the  beat.  Though  he  never  claimed  that  the  late  Baroque  norm 
was  other  than  it  appeared  in  the  tables  of  J.  S.  Bach  and  many  others,  his  arguments 
were  directed  with  such  force  to  the  exceptions  and  his  mentions  of  the  norm  so 
perfunctory,  that  his  writings  took  on  the  character  of  a  polemic  against  the  post- 
Arnold  Dolmetsch  'establishment',  which  did,  it  is  true,  sometimes  present  that 

432 

Copyrighted  material 


Ornamentation 


norm  as  if  it  were  a  set  of  immutable  principles.'"'  On  the  other  hand,  the  very 
ferocity  of  Neumann's  attacks  stimulated  vigorous  new  research  in  defence  of  the 
establishment  doctrines  that,  though  doggedly  rebutted  on  every  point,  greatly 
enlarged  the  perspective  from  which  the  questions  at  issue  could  be  viewed.  And 
Neumann  himself,  in  the  course  of  reinforcing  his  positions,  brought  to  light  a 
staggering  quantity  of  hitherto  unpublished  material  bearing  on  a  variety  of  problems 
in  ornamentation.  For  the  practical  musician,  nevertheless,  the  unfortunate  result 
of  all  this  is  that  recent  literature  on  ornamentation  presents  him  w  ith  a  series  of 
partisan  manifestos  on  a  very  few  issues  of  limited  importance,  instead  of  even- 
handed  discussions  of  all  the  topics  on  which  there  is  any  ev  idence. 

This  essay  has  spoken  of  the  necessity  of  ornamentation  in  Baroque  music,  but  its 
message  has  been  that  all  efforts  to  master  it  will  inevitably  founder  in  overwhelming 
complexity  or  fail  for  lack  of  information.  (The  pessimism  grows  out  of  the  author's 
perception  of  the  utter  disproportion  between  the  labour  recently  expended  in 
writing  or  revising  some  90  articles  on  ornamentation  for  a  new  edition  of  a  popular 
music  dictionary  and  the  insignificant  degree  to  which  they  will  meet  the  needs  of 
any  performer  of  Baroque  music.)  Yet  one  does  occasionally  hear  today  what  seem 
to  informed  ears  to  be  fine,  stylish,  idiomatic  performances  of  this  music,  and  the 
secret  seems  to  be  specialization.  The  answer  must  be  that  by  steeping  oneself  in 
one  repertory  and  all  that  surrounds  it  -  cultural  background,  organology,  the  dance, 
matters  of  diction,  prosody  and  gesture,  physical  surroundings  and  above  all  large 
amounts  of  music  in  a  narrow  range  of  styles  -  and  by  insisting  on  the  same  standards 
of  virtuosity  that  are  required  of  mainstream  musicians  at  the  top  of  their  profession, 
one  discovers  that  features  which  could  not  be  reconstructed  on  the  basis  of  any 
documents  are  somehow  shaped  by  the  pressure  of  everything  else  that  is  right 
about  the  performance.  And  the  musician  who  cannot  specialize  can  take  heart  that 
the  way  to  any  style  in  a  living  culture  is  imitation.  It  was  so  in  the  Baroque  era 
and  it  is  so  today  for  anyone  who  can  buy  the  right  records  or  go  to  the  right 
concerts.  And  both  generalist  and  specialist  should  remember  Tosi,  for  whom  the 
highest  attribute  of  any  performer  was  the  ability  to  create  ever  fresh  embellishments 
to  his  airs  and  thereby  present  himself  to  his  public  not  as  a  treatise  but  as  an 
individual. 

David  Fuller 

State  University  of  New  York  at  Buffalo 
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If  we  want  to  be  fully  authentic  in  our  performances  of  Bach's  cantatas,  Donald 
Tovey  once  remarked,  we  should  probably  give  the  choirboys  a  sound  thrashing  as 
soon  as  the  music  is  over.  That  may  not  be  everyone's  idea  of  the  pursuit  of 
authenticity.  What  Tovey  presumably  meant  was  that  the  standards  of  performance 
in  Bach's  time,  and  his  circumstances,  were  not  what  they  are  now,  and  that  we 
should  be  foolish  to  try  to  emulate  them  too  closely. 

The  aim  of  today's  authenticists  is,  on  the  face  of  it,  rather  simpler  than  that:  it 
is  to  reproduce  not  the  kind  of  performance  that  Bach  may  have  had  to  contend 
with  but  the  kind  he  might  have  envisaged  as  ideal,  composing  as  he  was  for  the 
singers  and  players  of  his  own  day.  That  is  not  easily  attained,  and  it  is  open  to 
question  howr  far,  if  indeed  at  all,  we  should  even  attempt  it.  The  whole  concept  of 
authenticity,  in  fact,  needs  to  be  critically  considered:  what  does  it  actually  mean? 
why  and  when  did  it  come  to  be  seen  as  a  possible  objective?  what  aesthetic  validity 
does  it  possess?  and  to  w  hat  degree  is  it  attainable? 

The  last  of  those  questions  is  probably  the  most  easily  answered.  Authenticity 
must  in  the  last  resort  always  be  elusive,  because  there  is  too  much  about  the  remote 
past  that  is  unknown  or  incomprehensible  to  us  and  because  we  cannot  become 
'Baroque  men'  or  'Baroque  women'  in  our  thinking  or  our  feeling;  the  experience 
of  two  and  a  half  centuries  cannot  be  forgotten  or  disavowed.  It  is  partly  because 
of  this  chimeric  quality  that  the  word  'authenticity'  has  itself  come  to  be  regarded 
as  dangerous  and  misleading.  Applied  to  instruments,  for  example,  it  is  particularly 
tricky:  is  a  Stradivarius  violin,  or  a  Blanche!  harpischord,  built  in  (say)  1700 
'authentic'  for  the  music  of  the  next  few  decades?  It  was  certainly  authentic  at  the 
time,  but  after  three  hundred  years  of  use,  or  even  of  neglect,  it  is  certain  to  sound 
different,  however  faithfully  restored  to  its  original  condition.  Arguably  a  modern 
copy,  exactly  enough  done,  has  stronger  claims.  But  the  issue  is  an  awkward  one, 
and  for  safety's  sake  the  more  general  term  'period  instruments'  is  to  be  preferred 
to  'authentic  instruments',  in  spite  of  -  or  because  of  -  its  relative  imprecision.  For 
similar  reasons,  scholars,  critics  and  performers  arc  increasingly  reluctant  to  apply  the 
word  'authentic'  to  performances;  phrases  such  as  'historically  aware'  or  'historically 
informed'  seem  safer,  recognizing  as  they  do  a  particular  objective  but  without 
specifying  the  degree  of  aw  areness  or  information  that  supports  the  seeking  of  it. 

Another  term  that  indicates  the  use  of  period  instruments  and  the  other  para- 
phernalia of  a  historical  approach  is  simply  'Early  Music'.  This  has  come  to  stand 
for  a  movement  -  one  that  encourages  the  revival  of  little-known  music  and  historical 
performance  -  and  also  for  its  philosophy.  Later  we  shall  look  briefly  at  the  history 
of  this  movement  and  the  attitudes  that  inform  it.  But  first  we  should  try  to  define 
some  of  the  areas  of  music-making  that  are  involved  in  the  quest  for  authenticity, 
or  -  and  here  I  am  perhaps  allowing  the  reader  a  glimpse  of  my  true  colours  -  the  de- 
sire to  hear  music  in  something  akin  to  the  form  in  which  its  composer  conceived  it. 

Every  performance  takes  as  its  starting-point  a  text;  and  a  performance  that  aims  at 
authenticity  will  need  to  be  equipped  with  one  that  corresponds  to  the  composer's 
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intentions.  That  may  not  be  easy,  though  in  the  Baroque  era  it  is  a  good  deal  easier 
than  in  the  preceding  period  where  many  works  survive  in  quite  different  versions 
whose  relative  authority  is  uncertain.  But  it  is  in  any  case  an  assumption  belonging 
to  a  much  later  era  that  any  one  text  should  possess  unique  authority.  In  the  field 
of  opera,  for  example,  Baroque  practice  decreed  not  only  that  each  aria  in  an  opera 
might  be  differently  decorated  at  each  performance  but  also  that  the  substitution  of 
altogether  different  music,  normally  by  a  different  composer,  at  any  point  in  the 
evening,  and  indeed  at  any  number  of  points,  was  an  accepted  procedure  which  few 
if  any  thought  to  question  or  to  deprecate.  A  composer  might  direct  a  performance 
of  an  opera  he  had  written  -  and  under  his  direction  a  performance  must  by 
definition  be  'authentic'  -  with  music  in  it  by  half-a-dozen  other  men  and  with 
every  movement  elaborated  by  one  or  other  of  his  singers. 

That  of  course  is  an  extreme  case,  where  'textual  purity'  is  open  to  corruption  by 
commercial  factors,  such  as  the  need  to  draw  in  a  paying  public  or  to  accommodate 
the  over-sized  ego  of  a  favoured  singer.  But  mixed  texts  may  be  found  too  in 
concertos  and  sonatas  surviving  in  multiple  sources.  What,  then,  is  the  conscientious 
editor  to  do?  He  or  she  may  say  that  any  early  source  provides  a  version  that  stands 
for  an  authentic  Baroque  performance,  and  that  a  text  following  it  scrupulously 
must  produce  one  too.  At  the  opposite  standpoint  lies  the  editor  who,  zealously 
seeking  an  ideal  version,  collates  a  number  of  differing  sources,  taking  what  in  his 
or  her  judgment  is  the  best  of  each,  and  ends  with  a  text  that  never  existed  until 
the  editor's  own  time.  There  is  middle  ground  too:  finding  a  version  that  bears  some 
mark  of  the  composer's  authority,  such  as  an  autograph  (though  these  are  rare  from 
before  the  late  Baroque)  or  an  apparently  authorized  early  edition,  or  one  that 
emanates  from  some  institution  with  which  the  composer  was  associated,  such  as  a 
church  or  court  musical  establishment,  and  thus  has  some  special  claim.  Sometimes 
two  'authentic'  sources  of  this  description  may  differ,  usually  because  the  music  in 
them  was  originally  set  down  for  different  purposes,  and  these  may  offer  the  modern 
editor  clues  as  to  the  decisions  he  will  need  to  make,  in  the  light  of  the  intended 
function  of  his  own  text.  The  concept  of  the  definitive  text,  a  single  'best  text'  that 
carries  some  unique  authority,  is  bound  to  be  tempting  to  an  editor  and  indeed  is 
part  of  his  heritage  from  the  19th-century  inventors  of  the  editor's  art;  but  applied 
to  such  a  period  as  the  Baroque  it  may  well  be  meaningless  or  even  deceptive.  A 
Handel  oratorio,  for  example,  certainly  had  a  substantially  different  text  at  each 
group  of  revivals,  and  often  at  each  performance  within  each  group.  To  postulate 
an  ideal  text  when  Handel  may  have  directed  a  dozen  performances  with  different 
ones  would  clearly  be  presumptuous;  and  to  argue  in  favour  of  the  earliest,  autograph 
text  would  be  misguided,  bearing  in  mind  that  Handel's  modifications  may  have 
been  based  not  only  on  circumstances  (the  singers  available,  the  desired  length  of 
the  work,  and  so  on)  but  also  on  artistic  preferences  that  became  plain  to  him  only 
after  he  had  heard  the  work  in  performance. 

An  agreed  text,  however,  is  only  a  beginning,  certainly  for  a  performance  of  a 
work  of  the  Baroque  era.  Notation  did  not  provide  the  player  with  an  exact 
specification  of  what  he  should  play;  even  today  it  does  something  less  than  that. 
There  existed  a  number  of  notational  conventions  that  players  of  the  time  were 
expected  to  understand.  Some  of  these  were  national  or  even  local,  and  some  were 
confined  to  players  of  particular  instruments.  Several  were  concerned  with  the 
realization  of  written  rhythms,  and  of  these  the  best  known  and  still  the  most 
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controversial  is  the  supposed  French  tradition  of  notes  inegales,  or  'unequal  notes', 
according  to  which  passages  that  move  by  step  in  even  quavers  (possibly  crotchets 
or  semiquavers,  depending  upon  the  rhythmic  unit  of  the  piece)  were  to  be  played 
with  the  first  of  each  pair  longer  than  the  second.  Most  French  theorists  refer  to 
this  device,  though  they  rarely  agree  as  to  its  precise  application.  By  how  much  the 
first  quaver  should  exceed  the  second  in  length  is  uncertain;  probably  it  depends 
on  the  character  and  the  speed  of  the  music.  But  whether  this  convention  applies 
exclusively  to  French  works,  whether  it  applies  to  them  comprehensively,  whether 
it  applies  throughout  the  Baroque  or  during  only  part  of  it,  whether  it  applies  to  all 
classes  of  music  or  only  some,  and  whether  it  applies  to  French-influenced  music 
by  German,  Italian  or  British  composers,  we  simply  do  not  know.1  Much  the  same 
goes  for  that  other  well-known  French  convention,  over-dotting  (that  is,  making 
the  dotted  rhythms,  for  example  in  a  French-style  overture,  even  more  jerky  than 
they  are  notated);  the  answer  seems  plain  enough  for  Lully,  in  Paris,  but  what  of 
the  French-style  overtures  that  Bach  was  writing  in  Leipzig,  or  Handel  in  London? 
Neither  ever  heard  French  music  at  first  hand;  did  they  know  the  French  convention? 
and  could  they  have  expected  their  players  to  understand  it?  In  Handel's  music, 
especially,  there  are  numerous  notational  inconsistencies  in  rhythmic  matters  whose 
significance  -  if  they  have  any  -  is  elusive.2  On  such  issues  as  these  scholarly  opinion 
is  sharply  divided:  which  may  be  taken  to  suggest,  probably  correctly,  that  there 
was  never  any  consistent  practice,  universally  observed,  but  a  large  number  of 
different  traditions  of  performance,  national  and  local,  relevant  to  different  periods, 
repertories  and  idioms. 

This  applies  equally  to  another  tricky  issue,  ornamentation.  Ornaments  notated 
with  conventional  signs  pose  few  problems  -  or,  more  exactly,  the  problems  they 
pose  arc  readily  circumscribed,  for  there  exist  many  tables  in  theoretical  works 
specifying  how  they  should  be  rendered.  The  existence  of  such  tables  implies,  of 
course,  that  performers  of  the  time  were  neither  accurate  nor  consistent  about  their 
realization:  if  they  were,  tables  would  not  have  been  needed  -  and  certainlv  some 
of  those  who  compiled  the  tables  were  more  eager  to  put  forward  their  own  pet 
theories  than  simply  to  codify  practice.  But  at  least  the  modern  player  can  select  an 
authority  reasonably  close  in  period  to  the  music  in  question  and  of  the  same 
nationality,  and  he  or  she  can  be  reasonably  confident  that  the  result  will  not  be  too 
badly  wrong. 

Altogether  more  elusive  is  the  question  of  how  ornamentation  should  be  impro- 
vised, or  (more  realistically)  how  the  effect  of  improvised  ornamentation  can  be 
replicated.  That  much  music  in  the  Baroque  period  was  composed  in  the  expectation 
that  the  performer  would  elaborate  it  in  some  degree  is  beyond  dispute,  though 
certainly  there  are  large  repertories  -  much  choral  and  most  orchestral  music,  and 
certain  types  of  keyboard  music,  for  example  -  where  added  ornamentation  is  out 
of  the  question.  In  a  great  deal  of  solo  vocal  music  and  instrumental  chamber  music 
it  is  not  merely  appropriate  but  acutely  necessary  if  the  music  is  to  have  anything 
like  its  intended  character.  An  ungraced  Italian  Adagio,  for  example,  or  a  plain  da 
capo  section  in  a  three-part  aria,  would  normally  have  been  an  absurdity  to  a 
contemporary;  the  music  was  designed  specifically  to  allow  the  singer  or  player  the 
opportunity  to  display  his  or  her  individual  skill  and  taste,  and,  in  the  case  of  an 
opera,  sense  of  character  -  which  would  be  evident  in  a  singer's  improvised  additions 
to  a  degree  it  never  could  if  supplied  by  a  modern  conductor  or  editor.  A  number 
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of  models  for  such  improvisations  have  come  down  to  us,3  but  they  need  to  be 
treated  guardedly:  for  if  someone  felt  obliged  to  write  out  what  was  normally  left 
unwritten,  there  may  well  have  been  particular  circumstances  that  could  affect  the 
nature  of  the  ornamentation  -  some  unusual  requirement,  perhaps,  or  the  needs  of 
a  singer  of  modest  improvising  skills,  or  (as  regards  models  in  theoretical  works)  a 
hobby-horse  that  the  writer  of  the  ornamentation  was  eager  to  exercise.  Part  of  the 
nature  of  ornamentation  is  that  it  was  meant  to  sound  improvised;  a  carefully  learned 
and  rehearsed  line  is  unlikely  to  make  the  right  kind  of  effect.  It  is  axiomatic  that 
we  can  never  know  today  whether  a  line  is  being  ornamented  in  an  authentic  fashion; 
but  the  likelihood  of  that  would  be  much  increased  if  a  tradition  of  extempore 
ornamentation  could  be  re-created,  in  which  singers  and  players  would  become 
adept  in  the  handling  of  the  decorative  cliches  of  the  time  and  in  the  selection  of 
ones  apt  to  their  context  in  style  and  expression.  There  exist  hosts  of  anecdotes 
showing  that  composers  deplored  excessive  or  ill-conceived  ornamentation  of  their 
music.  Bad  taste  can  be  just  as  authentic  as  good  taste,  but  that  is  not  a  reason  to 
revive  it. 

Another  decidedly  grey  area  in  Baroque  performing  practice  is  the  realm  of  the 
continuo,  that  very  characteristic  element  in  the  music  of  the  period.  A  basso  continuo 
part,  a  literally  basic  requirement  in  virtually  all  kinds  of  music  composed  in  the 
17th  and  1 8th  centuries,  was  usually  notated  as  a  bass  line  with  figures  placed  above 
it,  the  figures  indicating  to  the  player  of  a  chordal  instrument,  such  as  the  archlute, 
the  harpsichord  or  the  organ,  the  harmonies  he  was  to  play  in  addition  to  the  bass 
line  itself.  The  bass  line  was  often  supported  by  a  sustaining  instrument  -  the  bass 
viol,  the  cello,  the  bassoon,  sometimes  the  violone  or  the  double  bass.  It  is  usually 
fairly  easy  to  deduce,  where  there  is  no  explicit  direction,  what  instrument  or 
combination  of  instruments  is  most  suitable:  sacred  music  almost  always  calls  for 
the  organ,  light-textured  chamber  and  vocal  music  for  some  kind  of  lute  early  in 
the  period  and  later  a  harpsichord.  Orchestral  music  is  normally  best  with  a 
harpsichord  and  perhaps  also  a  lute,  while  the  choice  of  sustaining  instrument  may 
depend  on  what  is  required  for  the  upper  voices:  a  bassoon  serves  well  with  oboes 
at  the  top  of  the  texture;  the  viol  for  gentle  accompaniments  to  a  solo  voice,  flute 
or  recorders  (and  in  most  French  music);  and  the  cello  with  violins  and  larger 
ensembles  (and  in  most  Italian  music).  No  doubt  many  performances  took  place 
during  the  17th  and  18th  centuries  with  only  a  sustaining  instrument  or  only  a 
harmonic  one;  indeed  composers  and  publishers,  for  obvious  practical  reasons,  often 
expressed  the  instrumentation  as  an  option  ('A  Thorough-Bass  for  the  Violoncello 
or  Harpsichord').  But  musically  speaking  the  ideal  is  almost  always  a  combination 
of  the  two  types. 

The  chief  questions  about  continuo  playing  have  to  do  with  what  the  improvising 
player,  at  the  lute  or  keyboard,  is  expected  to  add  to  the  written  notes.  Should  he 
weave  new,  intricate  counterpoints  into  the  music?  should  he  simply  play  chords, 
and  if  so,  how  full  should  they  be?  should  he  prc-imitatc  (as  it  were)  the  voice  part 
in  the  opening  ritornello  of  an  aria?  There  are  many  such  questions,  and  many  more 
answers.  As  with  the  analogous  matter  of  ornamentation,  a  number  of  sample 
realizations  have  come  down  to  us,  and  here  too  there  is  generally  reason  to  be 
cautious  over  treating  them  as  models,  for  they  may  well  have  been  written  out 
primarily  because  something  out  of  the  ordinary  was  required.  From  the  later  part 
of  the  period  there  are  many  books  of  instruction,  usually  aimed  at  amateur  players 
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and  making  only  quite  limited  demands  on  the  performer's  skill.  But  some  from  the 
early  18th  century  suggest  quite  elaborate  figuration,  added  melodic  lines,  imitations 
of  upper  instruments  or  voices,  and  chords  spread  and  enriched  with  acciaccaturas; 
and  reports  of  Bach's  own  continuo  playing  suggest  that  he  was  apt  to  add  new  lines 
to  the  texture.4  Baeh  might  be  a  risky  model  to  the  player  of  today,  and  indeed  in 
his  own  teaching  he  apparently  asked  of  his  pupils  simply  a  full  chordal  accompani- 
ment. The  choices  open  to  the  player  -  especially,  perhaps,  in  earlier  music,  before 
the  trend  towards  the  simplification  of  texture  that  came,  at  the  end  of  the  Baroque, 
with  Enlightenment  thinking  -  arc  wide,  but  authenticity  is  probably  more  likely 
to  be  infringed  by  clever  improvisation  than  by  restrained  accompanying.  Certainly 
the  vivid  and  colourful  accompaniments  for  assorted  lutes,  harps  and  keyboard 
instruments  that  some  editors  have  written  into  the  scores  of  early  Italian  operas  - 
Monteverdi,  Cavalli  and  Cesti,  for  example  -  are,  while  beguiling  to  the  ear,  unlikely 
to  resemble  anything  that  might  have  been  heard  at  the  Italian  courts  or  the  opera 
houses  of  Venice  at  the  time:  partly  because  they  tend  to  distract  from  the  central 
business,  the  human  voice,  partly  because  music  of  such  elaboration  would  have 
needed  to  be  premeditated  to  a  degree  not  consistent  with  what  we  know  of 
contemporary  practices,  and  partly  because  the  opera  houses  at  which  these  works 
were  given  employed  forces  far  more  modest  than  these  versions  call  for. 

Any  search  for  an  authentic  manner  of  performance  must  take  careful  note  of  the 
size  of  the  forces  used  in  the  Baroque  period.  There  has  always  been  a  tendency  to 
assume,  on  the  basis  of  the  oft-repeated  assertion  that  Monteverdi's  UOrfeo  (1607) 
in  some  way  inaugurated  the  modern  orchestra,  that  our  conception  of  orchestral 
music  goes  back  to  the  early  17th  century.  In  fact  the  assemblage  of  the  group  that 
played  at  the  Mantuan  court  on  that  occasion  was  in  no  real  sense  a  precedent  as 
far  as  either  patrons  or  composers  were  concerned;  this  was  one  of  many  court 
festivities  of  the  kind,  familiar  in  Italy  and  elsewhere  for  several  decades.  Not  even 
at  the  Venetian  opera  houses,  the  first  of  which  opened  its  doors  in  1637,  was  there 
anything  resembling  a  modern  orchestra;  Cavalli,  composing  for  the  Teatro  SS 
Giovanni  e  Paolo  in  Venice,  had  as  late  as  the  1660s  only  a  couple  each  of 
violins  and  violas,  with  a  bass  string  instrument,  some  keyboards  and  two  lute-type 
instruments.  It  is  more  realistic  to  look  to  Paris,  and  the  Vingt-quatre  Violons  du 
Roi  of  Louis  XIII  and  XIV,  for  true  precedents  for  an  orchestra  in  which  several 
people  played  the  same  musical  line;  similar  groups  existed  at  other  large  courts, 
such  as  those  in  Vienna  and  London,  and  could  be  assembled  for  important 
ecclesiastical  occasions  in  Italy  -  there  arc  records,  for  instance,  of  a  group  of  24 
strings  and  fiv  e  brass  instruments  at  S  Marco,  Venice,  in  1685,  and  of  27,  also  with 
a  complement  of  brass,  at  S  Pctronio,  Bologna,  nine  years  later.  Vivaldi,  in  the 
special  circumstances  of  a  Venetian  orphanage,  had  some  16  string  players  to  hand 
for  his  concertos  and  sacred  works;  but  outside  large  courts  and  opera  houses  the 
concept  of  an  orchestra  scarcely  existed  until  the  last  decades  of  the  Baroque  era. 
As  a  young  man  at  Mulhausen,  Bach  had  a  mere  five  string  players  available  for  his 
cantatas,  and  there  were  no  more  than  that  in  the  court  chapel  at  Weimar  or  even 
at  the  Cothen  court.  At  Leipzig,  a  larger  and  more  prosperous  city,  he  put  forward 
a  proposal  to  the  church  authorities  in  1730  asking  for  11  to  13  string  players,  with 
up  to  eight  or  even  ten  wind:  all  he  generally  had  available  at  that  time,  however, 
was  a  total  of  seven,  plus  an  apprentice  bassoonist  (occasionally  the  band  could  be 
augmented  by  unpaid  students).  He  wanted,  too,  a  choir  of  12  or  16,  though  some 
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modern  scholars  believe  that  in  actual  performances  he  normally  used  only  one 
singer  to  a  part.''  Handel,  in  London,  had  an  opera  orchestra  based  on  about  30 
string  players,  with  wind  as  needed.  He  once  gave  an  oratorio  performance  with 
'near  a  hundred  performers,  about  twenty-five  of  them  singers'  (and  so  an  orchestra 
of  about  75,  it  would  seem)  -  "tis  excessive  noisy',  wrote  one  member  of  the 
audience,  and  he  never  did  anything  of  the  kind  again.6  Accounts  from  his  late 
Foundling  Hospital  performances  of  Messiah,  in  a  modest-sized  chapel,  show  typ- 
ically an  orchestra  of  20  strings,  eight  woodwind  and  five  brass  and  drums,  with  a 
choir  of  six  boys  and  1 1  men. 

As  a  basis  for  authentic  performance,  the  facts  that  have  come  down  to  us  about 
forces  used  in  the  Baroque  are  scrappy  and  difficult  to  interpret.  A  few  are  stable 
enough:  Monteverdi's  L'Orfeo  group,  Lully's  opera  orchestra,  Bach's  stated  ideal, 
Handel's  actual  practice.  But  even  these  need  to  be  understood  for  what  they 
are,  for  they  relate  to  particular  circumstances,  particular  repertories,  particular 
audiences,  particular  acoustical  conditions.  They  do  not  establish  absolutes.  But 
they  do  give  us  some  indication  of  the  scale  on  which  the  music  was  imagined.  The 
effect  of  17  voices  is  different  in  kind,  not  merely  in  bulk,  from  that  of  400,  or  even 
40,  and  if  we  listen  to  Messiah  with  a  large  choir  we  are  not  hearing  the  textures  of 
the  music  as  Handel  expected  them  to  be  heard.  We  may  think  a  larger-scale 
performance  better;  certainly  it  is  different.  Similarly,  if  Bach  composed  the  Brand- 
enburg Concertos  with  the  Weimar  or  Cothen  groups  in  mind,  he  was  almost 
certainly  expecting  the  ripieno  music  to  be  played  with  one  musician  to  a  part,  or 
at  the  most  two  or  three;  if  we  want  to  hear  them  in  a  hall  too  large  for  so  small  a 
group,  we  are  bound  to  make  the  music  substantially  different  in  sound  and  in 
balance. 

There  is  little  point  in  aping  the  sound,  or  the  balance,  of  the  groups  we  know  to 
have  been  used  by  composers  of  the  Baroque  if  we  employ  instruments  and  voices 
altogether  different  from  the  ones  for  which  they  conceived  their  music.  The  issue 
of  period  instruments  is  central  to  the  whole  matter  of  authentic  performance.  The 
changes  in  instruments  over  the  last  two  and  a  half  centuries  have  profoundly 
affected  the  actual  sound  they  produce.  It  is  important  to  rid  ourselves  of  the 
'evolutionary'  notion  that  change  is  necessarily  improvement,  and  to  realize  that 
improvement  in  some  of  the  obvious  technical  ways  -  for  example,  making  it  easier 
to  play  in  tune,  or  to  play  more  loudly,  or  to  play  with  greater  security  -  may  involve 
loss  as  well  as  gain.  Change  in  musical  instruments,  like  biological  change,  is 
adaptive:  it  is  keyed  to  change  in  circumstances.  Instruments  grew  louder  at  a  time 
when  music  was  moving  out  of  the  courtly  hall  and  the  drawing  room  into  the 
public  concert  hall,  and  chromatic  notes  and  a  wider  compass  became  available  as 
idioms  extended  to  demand  them. 

The  violinist  who  takes  up  an  unchanged  (or  restored)  instrument  of  the  17th  or 
1 8th  century  will  find  differences  between  this  and  a  modern  instrument  which 
affect  every  aspect  of  his  playing  and  of  the  sound  he  produces.  The  gut  strings  (the 
lowest  one  wire  covered  from  about  halfway  through  the  Baroque  period)  will 
provide  a  softer,  less  penetrating  tone.  The  flatter  fingerboard  and  lower  bridge  will 
give  rise  to  strings  of  lesser  tension,  resulting  in  a  quieter  sound;  the  lack  of  internal 
bracing  will  also  reduce  the  resonance.  The  absence  of  a  chin-rest  -  and,  at  least 
for  most  of  the  period,  the  fact  that  the  violin  was  often  held  against  the  upper  chest 
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rather  than  under  the  chin  (see  Plate  24)  -  will  mean  that  position  shifts  are  from 
the  player's  point  of  view  clumsier  and  from  the  listener's  more  readily  heard  (the 
sliding  finger  will  produce  a  more  marked  portamento  effect);  it  will  also  practically 
exclude  the  modern  ideal  of  constant  vibrato.  The  lighter  and  more  curved  bow, 
coupled  with  the  slacker  strings,  will  enable  the  player  to  articulate  certain  types  of 
passage,  particularly  running  semiquavers  or  rapid  quavers,  in  an  intermediate 
manner  that  would  be  unnatural  and  awkward  on  a  modern  instrument,  where  such 
passages  tend  to  be  played  either  'on  the  string'  (legato,  with  the  notes  more  or  less 
running  into  each  other)  or  'off  the  string'  (with  distinct  gaps  between  them). 
Furthermore,  equipped  with  an  instrument  that  is  a  replica  of  the  kind  used  at 
the  time,  the  player  will  soon  find  that  the  instructions  in  contemporary  treatises 
make  sense  in  ways  they  do  not  for  a  modern  instrument.  The  foregoing  applies 
to  all  the  members  of  the  v  iolin  family;  in  the  case  of  the  cello  the  absence  of  a  spike 
supporting  the  instrument  on  the  floor  is  akin  to  the  absence  of  the  violin  chin 
rest. 

The  wind  instruments  of  the  Baroque  have  often  been  regarded  as  primitive 
compared  with  those  of  today,  and  Alessandro  Scarlatti  has  been  quoted  as  saying 
that  they  could  never  play  in  tune.  The  most  skilled  practitioners,  however,  managed 
it  then,  and  their  modern  counterparts,  using  period  instruments,  do  so  now.  On 
the  one-  or  two-keyed  oboes  and  flutes  of  the  period,  the  tone  quality  is  softer, 
rounder  and  less  sharp-edged  than  on  today's  instruments;  the  bassoon  too,  which 
the  English  composer  Charles  Avison  said  (in  the  preface  to  a  set  of  concertos)  was 
the  only  wind  instrument  capable  of  blending  satisfactorily  with  the  strings,  was 
also  gentle  in  sound.  Brass  instruments,  on  the  other  hand,  much  narrower  in  bore 
than  their  modern  equivalents,  must  have  had  more  of  a  cutting  edge  to  their  tone, 
which  would  have  created  a  different  ensemble  balance.  The  combination  used  by 
such  composers  of  the  late  Baroque  as  Viv  aldi,  Telemann  or  Bach  in  their  concertos, 
or  Rameau  in  his  operas,  cannot  sound  as  their  composers  intended  if  modern 
instruments  are  used. 

The  study  of  period  instruments  and  their  capabilities  leans  heavily  on  those  that 
survive  in  original  condition  and  new  ones  modelled  on  them.  The  situation  is  rather 
different  as  regards  the  human  v  oice.  Methods  of  v  oice  production  changed  in  the 
early  years  of  the  19th  century,  when  concert  rooms  and  opera  houses  were  growing 
larger  and  technical  demands  of  a  new  kind  were  being  made;  modern  singers, 
whose  vocal  equipment  has  been  physically  developed  by  standard  methods  of  v  oice 
training,  find  the  attainment  of  a  period  style  more  elusive  than  do  instrumentalists. 
Early  treatises  on  the  voice  are  few,  and  although  a  plethora  of  descriptions  have 
come  down  to  us,  the  subjectivity  of  their  language  makes  them  difficult  to  interpret. 
We  can  be  fairly  sure  that  most  singers  of  the  Baroque  period  sang  less  loudly  than 
their  modern  counterparts  and  with  much  less  vibrato,  and  that  their  lighter  voices 
were  generally  more  agile.  Choral  music,  except  on  the  opera  stage,  was  almost 
always  sung  by  males  (except  in  the  French  royal  chapel,  where  women  are  known 
to  have  been  singing  by  the  early  18th  century).  Boys  or,  in  countries  where 
castration  was  practised  (essentially  Italy  and  Spain),  castratos  sang  the  top  part, 
and  the  alto  line  was  taken  by  boys,  castratos  or,  where  (as  in  England)  there  was  a 
tradition  of  falsetto  singing,  falsettists.  A  modern  mixed  choir  is  rarely  authentic  in 
Baroque  music;  but  the  re-creation  of  an  authentic  choral  sound  is  in  any  case 
problematic,  not  only  because  of  the  absence  of  castratos  today  but  also  because 
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boys  now  reach  puberty  much  younger,  so  that  the  maturer  pre-pubertal  voice  is 
unknown  to  us. 

There  are  a  number  of  authentic  performing  practices  that  it  would  be  difficult 
or  disagreeable  to  revive.  The  traditions  of  time-beating,  for  instance:  at  the  Paris 
Opera,  the  director  of  the  performance,  the  batteur  de  mesure,  beat  time  audibly, 
either  on  a  table  or  with  a  large,  heavy  staff  on  the  floor  (it  was  with  such  a  staff 
that  Lully  did  himself  a  fatal  injury).  This  method  was  also  known  in  London;  in 
Germany,  foot  stamping  was  favoured,  while  in  Italy  the  principal  violinist  might 
stamp  his  feet  or  regularly  strike  the  music  stand  with  his  bow.  The  role  of  setting 
the  tempo  and  controlling  the  ensemble  was  rarely  assumed  by  a  specialist  conductor; 
normally  it  fell  either  to  the  continuo  player  -  the  natural  role  of  the  maestro  di 
cappella  or  the  organist,  probably  head  of  the  musical  establishment  -  or  to  the 
leading  violinist  (or  Konzertmeister).  Sometimes  the  responsibility  was  divided,  with 
the  violinist  deputed  to  keep  the  orchestra  together  while  the  keyboard  player, 
particularly  in  vocal  music,  would  have  charge  of  the  whole.  What  is  clear,  however, 
is  that  the  concept  of  the  interpretative  conductor,  who  would  define  and  impose 
his  view  of  the  music,  did  not  exist;  and  the  kinds  of  effect  that  are  possible  only 
with  such  a  conductor  were  unknown.  The  crescendo  or  diminuendo,  the  carefully 
shaped  accent,  the  gradation  of  v  olume  as  the  voices  enter  in  a  fugal  chorus:  effects 
such  as  these  belong  to  later  periods.  Even  if  the  director  of  a  performance  in  the 
late  Baroque  had  wished,  a  century  or  two  ahead  of  his  time,  to  add  such  refinements, 
it  is  doubtful  whether  he  would  have  had  the  opportunity  to  do  so;  rehearsals  were 
generally  few  and  brief.  It  is  significant  that,  among  the  many  sets  of  orchestral 
parts  that  survive  from  the  period,  virtually  none  bears  any  trace  of  the  kinds  of 
annotation  typically  produced  by  rehearsal:  the  addition  of  a  dynamic  mark  or  a 
bowing  instruction,  the  adjustment  of  an  articulation  mark,  the  correction  of  a 
misprint.  The  implications  of  some  of  this  for  modern  'authentic'  performance  have 
yet  to  be  fully  recognized,  or  taken  account  of,  by  conductors  of  period  groups  who 
find  it  hard  to  forgo  the  kinds  of  effect  that  have  become  part  of  the  heritage  of  the 
interpretative  conductor  over  the  last  century  and  a  half,  and  which  depend  upon 
the  presence  of  a  controlling  force,  constantly  watched,  on  a  rostrum. 

Another  central  issue  is  the  vexed  one  of  tempo.  Most  performances  using  period 
instruments  tend  to  move  rather  more  quickly  than  traditional  ones,  partly  because 
period  instruments  arc  lighter  in  sound  and  readier  in  response  than  their  modern 
counterparts;  this  leads  players  instinctively  to  choose  faster  speeds.  In  support  of 
this  there  is  evidence  that  performances  of  repertory  works  have  tended  to  grow 
slower  over  the  years,  though  admittedly  this  applies  mainly  to  music  of  the  Classical 
era  -  early  timings  of  symphonies  by  Mozart  and  Beethoven  are  substantially  shorter 
than  those  of  most  modern  conductors,  and  indeed  the  same  applies  to  Wagner's 
operas,  whose  authentic  timings  made  under  the  composer's  direction  are  for  the 
most  part  considerably  shorter  than  standard  ones  of  today.  There  is  perhaps 
a  tendency,  as  works  become  repertory  classics,  for  them  to  assume  a  greater 
momcntousncss  and  expressive  significance  than  their  composers  thought  they 
were  investing  them  with.  In  the  Baroque,  the  concept  of  sensuously  beautiful 
instrumental  tone  was  less  developed  than  it  is  today;  contemporary  treatises  rarely 
refer  to  tonal  beauty,  the  exploitation  of  which  on  modern  instruments  encourages 
slow  tempos.  There  is  little  precise  information  to  be  drawn  from  early  sources  here; 
some  theorists  made  suggestions  -  based  on  the  pendulum,  a  man's  heartbeat  or  a 

442 

Copyrighted  material 


The  Idea  of  Authenticity 


natural  walking  speed  in  those  pre-metronome  days  -  about  appropriate  tempos  for 
particular  dances  or  some  of  the  traditional  Italian  tempo  designations,  but  these 
are  too  general  to  be  of  much  value.  Many  of  the  Italian  terms  now  understood 
primarily  as  indications  of  tempo  were  in  any  case  employed  rather  to  describe  the 
intended  mood  or  expressive  disposition  of  a  piece  (its  Affekt,  in  German  Baroque 
terminology)  than  its  physical  speed.  One  thing,  however,  we  may  be  fairly  sure  of 
is  that  the  notion  of  an  absolutely  uniform  tempo  for  a  movement  is  a  modern  one; 
sources  from  Frescobaldi  to  Beethoven,  at  least,  talk  of  varying  the  tempo  to 
correspond  with  the  expressive  content  of  a  piece,  and  though  the  degree  of  variation 
was  probably  quite  modest,  the  modification  of  tempo  was  a  widely  accepted 
expressive  device. 

The  issues,  then,  that  face  the  would-be  authentic  performer  are  both  numerous 
and  complex.  There  are  many  uncertainties  and  many  potential  pitfalls.  Let  us  turn 
now  to  some  of  the  other  issues  surrounding  authenticity,  especially  its  history  and 
its  aesthetics. 

The  'authenticity'  movement  is  about  a  hundred  years  old.7  It  is  true  that,  in  the 
early  19th  century,  the  'additional  accompaniments'  to  Messiah  by  Mozart  and 
others  were  sharply  criticized  in  England  for  their  lack  of  fidelity  to  the  original, 
but  that  was  a  matter  of  conservative  rather  than  progressive  taste.  The  interest  in 
authenticity  essentially  owes  its  development  to  a  much  deeper  cultural  phenomenon, 
the  expiry  of  an  evolutionary  view  of  human  activity  and  the  concomitant  loss  of 
confidence  in  current  taste:  the  realization  that  the  newest  way  (whether  it  be  of 
running  society  or  of  interpreting  the  music  of  the  past)  may  not  necessarily  be  the 
best  way.  It  was  not  fortuitous  that  this  realization  coincided  with  the  rise  of 
scholarship  concerned  with  music  of  the  past;  both  are  characteristic  of  an  Alex- 
andrian age. 

The  seeds  of  the  authenticity  movement  may  perhaps  be  seen  in  the  curiosity 
about  the  past  shown  as  early  as  the  17th  and  18th  centuries,  for  example  by 
Pepusch,  Burney  and  Padre  Martini;  in  the  'classicizing'  of  repertories  in  the  late 
1 8th  century,  which  ensured  that  earlier  music  continued  in  currency  for  longer 
than  the  few  years  after  its  composition;  in  the  Bach  Revival  of  the  turn  of  the 
century,  with  its  climax  in  Mendelssohn's  St  Matthew  Passion  performance  of 
1829;  and  in  the  19th-century  development  of  critical  musicology.  But  its  practical 
beginnings  come  only  with  the  antiquarian,  organological  and  re-creative  enthusi- 
asms of  Arnold  Dolmetsch,  easily  the  single  most  influential  figure  in  the  revival  of 
period  instruments.  Dolmetsch's  ideas  were  widely  pursued.  The  harpsichord,  once 
likened  by  Bernard  Shaw  to  the  jingling  of  bell-wires,"  came  to  be  accepted  in  the 
early  decades  of  the  20th  century  through  Wanda  Landowska.  The  revival  of  the 
collegium  musicum  movement  began,  in  German  universities;  the  first  collegium  was 
founded  by  Hugo  Riemann  in  Leipzig  in  1908.  Revivals  of  Handel's  operas  began 
in  Germany  in  the  1920s.  In  that  decade  and  the  next  Anthony  Bernard's  London 
Chamber  Orchestra  and  the  Boyd  Neel  String  Orchestra  were  founded,  largely  to 
play  the  Baroque  repertory  -  until  then  normally  heard  on  a  full  symphony  orches- 
tra -  with  forces  closer  to  those  for  which  the  music  was  conceived.  Fritz  Busch's 
chamber  orchestra  and  Paul  Sacher's  Schola  Cantorum  Basiliensis  did  the  same 
kind  of  thing.  Then  in  the  years  after  World  War  II  Dolmetsch's  pioneer  volume 
(19 1 5)  was  followed  up  by  works  of  a  more  professional,  scholarly  cast  from  Thurston 
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Dart  and  Robert  Donington.''  Those  years,  with  the  coming  of  the  LP  record,  saw 
a  huge  multiplication  of  groups  specializing  in  late  Baroque  music  (and  indeed 
records  provide,  over  the  years,  a  spectrum  of  fashions  and  tastes  in  performing 
practice).  It  began  with  Karl  Miinchinger's  Stuttgart  Chamber  Orchestra,  I  Virtuosi 
di  Roma,  the  English  Chamber  Orchestra  and  (a  little  later)  the  Academy  of  St 
Martin-in-thc-Fields,  most  of  them  using  an  ensemble  based  on  between  a  dozen 
and  25  string  players.  A  musician  of  the  previous  generation,  Pablo  Casals,  did 
much  the  same  in  his  Prades  Festival  groups,  playing  Bach,  though  one  suspects 
that  had  another  20  or  30  musicians  come  along,  they  would  have  been  welcome  to 
join  in  too.  As  early  as  the  1950s  one  London  group,  under  Dart,  took  up  'Corelli 
bows'  to  help  their  articulation  in  Baroque  music.  But  it  was  not  until  the  1970s 
that  orchestras  of  period  instruments  became  a  firm  part  of  the  musical  scene.  Since 
then  a  number  of  early  music  centres  have  come  into  being,  each  with  distinctive 
style  elements.  There  was  Vienna,  with  Nikolaus  Harnoncourt's  Concentus  Musicus; 
the  Low  Countries,  where  musicians  worked  with  Gustav  Leonhardt,  Frans  Bruggen 
and  the  Kuijken  family;  Paris,  where  William  Christie's  Les  Arts  Florissants  became 
the  leading  interpreters  of  Lully  and  Charpentier;  and  London,  where  the  large 
pool  of  players  was  draw  n  on  by  many  groups,  among  which  Christopher  Hogwood's 
Academy  of  Ancient  Music  was  the  first  to  become  firmly  established,  soon  to  be 
followed  by  those  of  John  Eliot  Gardiner  and  Roger  Norrington.  As  the  pro- 
fessionalism of  these  groups  has  steadily  improved,  and  the  players'  mastery  of  their 
sometimes  intractable  instruments  (by  comparison  with  their  modern  counterparts) 
has  increased,  so  they  have  gradually  come  to  be  accepted  by  all  but  the  most  bigoted 
music-lovers  as  a  part  of  the  performing  world,  not  simply  of  antiquarian  interest 
but  offering  a  valid  alternative  to  the  traditional  modes  of  performance. 

What,  then,  is  the  justification  for  abandoning,  in  the  performance  of  music  of 
the  period  1 600-1 750,  the  established  style  of  playing  and  singing  of  the  late  20th 
century,  a  style  that  has  developed  over  several  centuries,  is  predominantly  taught 
in  our  schools  and  conservatories,  and  is  recognizably  the  normal  style  of  our  time? 
It  has  been  vigorously  argued  that  the  'early  music'  styles  of  today,  far  from  being 
historically  based,  arc  really  no  more  than  a  manifestation  of  20th-century  taste,  or 
one  aspect  of  it  -  a  move,  in  reaction  against  Romantic  expressive  excess,  towards 
emotional  austerity,  with  its  pared-down  sound  and  clean,  sharply  focussed  textures 
(there  are  parallels  to  it  in  much  new  music  of  this  century,  most  obviously 
Stravinsky's).10  That  a  good  deal  of  what  purports  to  be  historical  performance 
may  be  unsoundly  based  is  not  in  question;  but  if  there  is  some  congruence  between 
present-day  taste  and  what  is  in  some  degree  historical,  as  the  current  popularity  of 
Baroque  music  bears  out,  then  it  is  scarcely  surprising  if  performances  that  are  even 
marginally  historical  in  approach  are  appealing  to  late-20th-century  listeners.  And 
if  performers  modify  what  they  construe  to  be  strict  historical  interpretation  to  suit 
their  own  musical  understanding,  they  are  only  doing  what  performers  have  always 
had  to  do  in  order  to  make  music  with  due  conviction. 

Clearly,  however,  we  should  not  delude  ourselves  about  authenticity  and  the 
degree  to  which  we  are  attaining  it.  It  is  inevitable  that  we  should  always  perceive 
it  through  the  prism  of  our  current  collective  consciousness  and  not  with  total 
objectivity.  The  pure  quill  must  always  prove  elusive.  But  what,  anyway,  is  the  pure 
quill?  We  seek  authenticity,  presumably  because  we  feel  that,  by  hearing  a  piece  of 
music  in  a  form  as  close  as  possible  to  that  imagined  by  the  composer,  and  heard 
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by  early  audiences,  we  can  better  understand  the  piece  and  any  meaning  the 
composer  invested  in  it.  Many  voices  have  been  raised  in  opposition  to  that  notion, 
pointing  out  that  a  performance  style  apt  to  the  composer's  day  may  not  be  apt  to 
ours,  and  that  -  following  the  principle  of  the  Intentional  Fallacy  beloved  of  literary 
critics  -  a  work  has  an  ontological  status  independent  of  its  origins,  potentially 
embodying  meanings  beyond  anything  envisaged  by  its  creator  (indeed  it  might  be 
argued  that  there  is  a  link  between  the  greatness  of  a  work  and  such  a  potential). 
These  views  cannot  be  faulted;  and  not  even  the  most  hidebound  authenticist  will 
actually  seek  to  prohibit,  or  to  charge  with  impropriety,  performances  that  are 
foreign  in  style  to  the  work  or  seek  to  lend  it  meanings  unimaginable  to  its  creators, 
as  long  as  the  performers  are  honest  about  what  they  arc  doing  and  why  they  arc 
doing  it. 

Yet  there  are  many  people,  and  not  only  professional  music  historians,  who 
entertain  a  genuine  desire  to  hear  a  musical  work  in  a  form  as  close  as  possible  to 
that  in  which  it  was  originally  imagined  by  its  composer.  We  do  not,  as  we  saw 
earlier,  have  painstakingly  and  pedantically  to  reconstruct  exact  replica  conditions 
of  performance  (though  that  may  be  an  amusing,  perhaps  even  an  edifying,  game); 
we  have  rather  to  consider  what  was  normative  at  the  time  and  what  the  composer 
might  have  had  as  an  ideal  in  his  mind's  ear.  We  may  never  manage  to  hear  the 
music  'as  it  really  was',  and  even  if  we  did,  we  could  never  be  certain  that  we  were 
doing  so.  In  any  case,  to  postulate  a  single  ideal  of  performance  for  a  work  from  an 
age  when  the  variable  or  optional  nature  of  many  elements  was  taken  for  granted 
would  be  excessively  precious. 

There  is,  however,  no  possible  reason  why  we  should  not  make  every  effort  to 
understand  and  reconstruct  earlier  performing  practices;  and  experience  suggests 
that,  even  if  we  make  mistakes  and  labour  under  misapprehensions,  we  are  still 
likely  to  move  closer  to  'as  it  really  was'  and  to  reap  rewards  from  that.  Take  for 
example  the  late  Baroque  concerto  repertory:  each  step  taken,  however  stumblingly, 
in  the  name  of  authenticity  -  the  reduction  from  a  symphony  to  a  chamber  orchestra, 
the  restoration  of  a  continuo  harpsichord,  the  adoption  of  period  bows  and  then 
period  instruments  -  has  brought  about  some  fresh  revelation  about  the  sound  of 
the  music  as  the  composer  envisaged  it,  and  concomitantly  about  its  meaning. 
Further,  the  acceptance  of  the  disciplines  imposed  by  authentic  practices  compel 
the  performer  to  seek  expressive  means  that  lay  within  the  purview  of  the  composer; 
Landowska,  in  her  famous  dictum  -  'Little  do  I  care  if,  to  attain  the  proper  effect, 
I  use  means  that  were  not  exactly  those  available  to  Bach'  -  was  mistaken,  because 
the  use  of  different  expressive  means  is  certain  to  lead  to  different  expressive  ends, 
not  ones  'proper'  to  Bach."  The  appeal  of  hearing  the  music  as  the  composer 
intended  it  is  a  powerful  one;  and  our  readiness  to  come  to  grips  with  the  past  on 
its  own  expressive  and  technical  terms,  however  patchily  or  imperfectly  we  may 
perceive  them,  seems  to  me  one  of  the  most  exciting  and  horizon-widening  develop- 
ments in  late-20th-century  music-making. 

Stanley  Sadie 
The  New  Grov  e  Dictionary  of  Music 

and  Musicians 
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Notes 

1  The  issues  of  notes  tnegales  and  over-dotting  have  been  central  in  a  long-running  scholarly 
dispute,  pursued  in  Early  Music  and  elsewhere,  in  which,  broadly  speaking,  the  case  for 
rhythmic  alteration  has  been  argued  by  the  late  Robert  Donington  and  David  Fuller  and  that 
for  reading  the  notation  literally  by  Frederick  Neumann.  The  situation  is  fairly  presented  in 
Fuller,  'The  Performer  as  Composer',  Performance  Practice:  Music  after  /6oo,  ed.  H.  M. 
Brown  and  S.  Sadie  (London,  1989),  117-46. 

2  See  T.  Best:  'Interpreting  Handel's  Rhythmic  Notation  -  Some  Reflections  on  Modern 
Practice',  Handel  Tercentenary  Collection,  ed.  S.  Sadie  and  A.  Hicks  (London,  1987),  279- 
90. 

3  See  W.  Dean,  ed.:  G.  F.  Handel:  Three  Ornamented  Arias  (London,  1976),  and  W.  Dean: 
'Vocal  Embellishment  in  a  Handel  Aria',  Studies  tn  Eighteenth-Century  Music:  a  Tribute  to 
Karl  Geiringer,  ed.  H.  C.  Robbins  Landon  (New  York,  1970),  151— 9. 

4  Typical  of  those  proposing  elaborate  continuo  realizations  is  Johann  David  Heinichen  (Der 
Generalbass  in  der  Komposition  (Dresden,  1728;  partial  Eng.  trans.,  1966).  Evidence  of  Bach's 
practices  comes  from  several  sources:  Johann  Friedrich  Daube  (Generalbass  in  drey  Accorden, 
Leipzig,  1756)  and  Johann  Nikolaus  Forkel  (reporting  the  testimony  of  C.  P.  E.  Bach  in  his 
Ober  Johann  Sebastian  Bachs  Leben,  Kunst,  und  Kunstwerke,  Leipzig,  1802;  Eng.  trans.,  1820 
and  1920)  report  on  his  tendency  to  add  fresh  voices,  while  Johann  Christian  Kittel  (Der 
angehende  praktische  Organist,  Leipzig,  180 1-8)  refers  to  his  readiness  to  fill  out  thin 

accompanying  textures. 

5  See  for  example  J.  Rifkin:  'Bach's  Chorus:  a  Preliminary  Report',  The  Musical  Times, 
cxxiii  (1982),  747-54,  and  the  ensuing  debate  between  Rifkin  and  R.  L.  Marshall  in  The 
Musical  Times,  cxxiv  (1983),  19,  161;  Rifkin's  views  are  embodied  in  his  recordings  of  the  B 
minor  Mass  and  several  cantatas.  A  discussion  of  the  orchestral  forces  Bach  had  at  his  disposal 
is  provided  by  H.-J.  Schulze:  'Johann  Sebastian  Bach's  Orchestra:  Some  Unanswered 
Questions',  Early  Music,  xvii  (1985),  3-15. 

6  See  O.  E.  Deutsch:  Handel:  a  Documentary  Biography  (London,  1955),  p.  310. 

7  Its  history  is  fascinatingly  traced  in  H.  Haskell:  The  Early  Music  Revival:  a  History 
(London,  1988). 

8  See  G.  B.  Shaw:  Music  in  London,  1890-94  (London,  1932),  ii,  100. 

9  A.  Dolmetsch:  The  Interpretation  of  the  Music  of  the  XVII  and  XV III  Centuries  (London, 
19 1 5);  T.  Dart:  The  Interpretation  of  Music  (London,  1954);  R.  Donington:  The  Interpretation 
of  Early  Music  (London,  3/1989). 

10  The  main  proponent  of  this  view  is  Richard  Taruskin;  his  most  comprehensive  statement 
of  it  is  his  essay  'The  Pastness  of  the  Present  and  the  Presence  of  the  Past',  in  Authenticity 
and  Early  Music,  ed.  N.  Kenyon  (Oxford  and  New  York,  1988),  137-207.  Robert  P.  Morgan's 
essay  in  the  same  volume,  'Tradition,  Anxiety,  and  the  Current  Musical  Scene'  (pp.  57-82) 
makes  kindred  points.  Among  the  other  valuable  essays  in  this  book,  Gary  Tomlinson's  'The 
Historian,  the  Performer,  and  Authentic  Meaning  in  Music'  (pp.  1 15—36)  explores  a  number 
of  aesthetic  issues  surrounding  authenticity. 

11  Landowska  on  Music,  ed.  D.  Restout  (New  York,  1981),  356. 
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The  format  of  the  Chronology  reflects  within  each  year  the  geographical  ordering  of  the 
'Places  and  People'  section  of  the  book.  Significant  births  and  deaths  are  listed  first,  followed 
by  musicians'  appointments  and  key  events  relating  to  musical  institutions,  etc.;  then,  under 
the  heading  of  the  appropriate  city  (or  region),  details  of  important  publications,  first 
performances  and  other  relevant  events  are  noted. 

l600 

Florence  Jacopo  Peri  and  Giulio  Caccini's  pastoral  opera  Euridice  (text  by  Rinuccini) 
perf.  at  the  Palazzo  Pitti  for  the  wedding  of  Maria  de'  Medici  and  Henri  IV  of  France. 

Rome  Emilio  de'  Cavalieri's  Rappresentatione  di  Anima,  et  di  Corpo  . . .  per  recitar 
cantando  (considered  the  first  surviving  play  set  entirely  to  music  and  its  printed  score 
the  earliest  to  include  a  figured  bass)  perf.  before  the  Collegio  Sacro. 

Venice  G.  M.  Artusi  pubd  L'Artusi,  in  which  he  criticized  contrapuntal  licences  taken 
by  Monteverdi  in  unpubd  madrigals;  further  criticism  appeared  in  1603  (see  1605). 
Salamone  Rossi  pubd  1st  bk  of  madrigals,  incorporating  chitarrone  part  (in  tablature). 

Gabrielc  Fattorini,  maestro  di  cappella  of  Facnza  Cathedral,  provided  an  unfigured 
continuo  part  with  his  Sacri  concerti. 

Leipzig  Sethus  Calvisius  pubd  a  history  of  music  theory  in  Exercitationes  musicae  duae. 
1601 

Monteverdi  succeeded  Benedetto  Pallavicino  as  maestro  di  cappella  at  Mantua. 

Francesco  Turini  (aged  12)  apptd  organist  at  the  Prague  court. 

Naples  Scipione  Cerreto  pubd  Delia  prattica  musica  vocale,  et  strumentale. 

Rome  Luzzasco  Luzzaschi  pubd  Madrigali  per  cantare,  et  sonare  a  uno,  e  doi,  e  tre 
soprani,  orig.  composed  for  the  'singing  ladies'  of  Ferrara. 

Nuremberg  H.  L.  Hassler  pubd  Lustgarten  neuer  teutscher  Gesiing,  Ballettt,  Gaillarden 
und  Intraden. 

London  Thomas  Morley  issued  a  collection  of  panegyric  madrigals,  by  23  composers 
honouring  Queen  Elizabeth  I,  The  Triumphes  of  Oriana. 

1602 

Emilio  de'  Cavalieri  d  (^52,  Rome). 

Francesco  Cavalli  b  (Crema);  William  Lawes  b  (Salisbury). 

Florence  Caccini  pubd  Le  nuove  musiche  (embodying  a  collection  of  solo  songs  and  a 
treatise  on  the  monodic  style). 
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Milan  Cesare  Negri  pubd  Le  gratie  d'amore,  a  dance  treatise  ded.  Philip  III  of  Spain, 
which  documents  contemporary  social  and  theatre  dance  music. 

Venice  Salamone  Rossi  pubd  the  1st  book  of  madrigals  to  include  an  unfigured  bass 
part;  Lodovico  Viadana  pubd  Cento  concerti  ecclesiastki  (op.  12)  with  a  continuo  part 
(see  1600,  Venice). 

1603 

Philippe  de  Monte  d  (?82,  Prague). 

Venice  Monteverdi  pubd  4th  bk  of  madrigals. 

Cologne  J.-B.  Besard  pubd  Thesaurus  harmonicus  (an  encyclopedic  collection  of  lute 
music  with  a  treatise  appended). 

London  Thomas  Robinson  pubd  The  Schoole  of  Musicke,  a  lute  method. 
1604 

Giovanni  Frescobaldi  elected  to  the  Accademia  di  S  Cecilia,  Rome. 

The  Caccini  family  spent  the  winter  in  Paris  at  the  invitation  of  Maria  de'  Medici. 

The  Company  of  Musicians  was  incorporated  in  London. 

Munich  Orlande  de  Lassus's  Magnum  opus  musicum  (516  motets)  assembled  and  pubd 
posth.  by  his  sons  Rudolph  and  Ferdinand. 

Nuremberg  Valentin  Haussmann  pubd  Neue  Intrade  and  Neue  Paduane  und  Galliardey 
two  important  collections  of  dances  for  5  and  6  viols  (some  also  for  violin). 

London  Dowland's  Lachrimae  or  Seaven  Teares  (for  5  viols/violins  and  lute)  pubd. 

Amsterdam  Sweelinck  pubd  50  pseaumes  de  David,  his  monumental  polyphonic  setting 
of  the  Psalter  (see  1619). 

1605 

Orazio  Vecchi  d  (54,  Modena). 
Giacomo  Carissimi  b  (nr  Rome). 

Venice  Monteverdi  pubd  5th  bk  of  madrigals,  replying  in  the  preface  to  G.  M.  Artusi's 
criticisms  (see  1607);  Adriano  Banchieri  pubd  L'organo  suonarino. 

Kassel  The  Ottoneum  (the  earliest  German  court  theatre)  opened  (1 604-6;  named  after 
Kapellmeister  Georg  Otto). 

London  William  Byrd  courageously  pubd  1st  vol.  of  Gradualia,  which  contained  music 
suited  to  the  Roman  Catholic  liturgy;  he  temporarily  withdrew  it  after  the  Gunpowder 
Plot  (see  1607). 

1606 

Edmund  Hooper  (Master  of  the  Choristers  since  1 588)  apptd  1st  organist  at  Westminster 
Abbey. 
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Rostock  Joachim  Burmeister  pubd  Musica  poetica  (defining  27  musical  rhetorical  figures 
and  citing  examples  from  Lassus's  motets). 

London  Jonson's  play  Volpone  perf.  with  music  by  Alfonso  Ferrabosco  the  younger. 
1607 

Luzzasco  Luzzaschi  d  (^62,  Ferrara);  Giovanni  Maria  Nanino  d  (r63,  Rome). 

Girolamo  Frescobaldi  spent  10  months  in  Brussels  as  part  of  the  entourage  of  Guido 
Bentivoglio  and  pubd  madrigals  there. 

Mantua  Monteverdi's  L'Orfeo  perf.,  a  favola  in  musica  made  up  of  monody,  madrigals 
and  instrumental  music;  in  a  Dichiaratione,  included  in  Monteverdi's  Scherzi  musicali, 
his  brother  G.  C.  Monteverdi  responded  to  Artusi's  attacks  by  elaborating  on  his 
brother's  use  of  dissonance. 

Siena  Agostino  Agazzari  pubd  Del  sonare  sopra'l  basso  con  tutti  li  stromenti  e  del? uso  loro 
nel  conserto  (one  of  the  earliest  pubd  treatises  on  thoroughbass);  Francesco  Bianciardi 
pubd  Breve  regola  per  imparar  a  sonare  sopra  il  basso. 

Venice  Lodovico  Viadana  pubd  Missa  dominicalis  (from  the  2nd  vol.  of  Concern  eccle- 
siastic^ the  earliest  known  example  of  liturgical  monody. 

Hamburg  Ausserlesener  Paduanen  und  Galliarden  pubd,  including  4-  and  5-part  dances 
by  numerous  English  composers. 

London  Byrd  issued  2nd  vol.  of  Gradualia. 
1608 

Girolamo  Frescobaldi  apptd  organist  at  S  Pictro,  Rome. 

Mantua  Marco  da  Gagliano's  pastoral  opera  Dafne  (text  by  Rinuccini)  perf.  during  the 
the  Carnival  season;  in  May  L'Arianna  (text  by  Rinuccini),  Monteverdi's  opera  for 
which  only  the  famous  lament  survives,  perf.  for  the  opening  of  the  ducal  Teatro 
Vecchio. 

Venice  Cesario  Gussago  pubd  one  of  the  earliest  collections  of 'sonate'. 

Paris  The  royal  printer  Pierre  Ballard  issued  1st  collection  of  Airs  de  differents  autheurs 
mis  en  tablature  de  luth. 

1609 

Eustache  Du  Caurroy  d  (60,  Paris). 

Heinrich  Schiitz  went  to  Venice  to  study  with  Giovanni  Gabrieli. 

Milan  Caterina  Assandra,  a  nun,  pubd  a  collection  of  motets  in  the  concertato  style. 

Hamburg  William  Brade  pubd  his  1st  collection  of  Newe  ausserlesene  Paduanen,  Gal- 
liarden, Canzonen,  Allmand  und  Coranten. 

London  Francis  Tregian,  while  detained  in  Fleet  Prison,  began  compiling  3  important 
MS  collections  of  English  and  Italian  music  from  c  1600;  The  Fitzwilliam  Virginal  Book 
is  the  best  known  (see  1619). 
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Thomas  Ravenscroft  ed.  and  pubd  Pammelia,  the  earliest  English  collection  of  rounds 
and  catches  (including  'Three  Blind  Mice'). 

Jonson's  Epicoene,  or  the  Silent  Woman  perf.  with  music  by  William  Lawes. 
l6lO 

Michel  Lambert  b  (Champigny-sur-Veude). 

Milan  G.  P.  Cima  pubd  collection  of  Concerti  ecclesiastici  containing  1st  known  sonata 
for  violin  and  continuo  and  1st  trio  sonata  (for  violin,  cornett  and  continuo). 

Venice  Lodovico  Viadana  pubd  his  only  instrumental  collection,  Sinfonie  musicale  a  8 
(each  named  after  an  Italian  city). 

Paris  Eustache  Du  Caurroy's  collection  of  orchestral  Fantasies  for  3  to  6  instruments 
pubd  posth.;  his  Missa  pro  defunctis  (1606),  perf.  at  Henri  IV's  funeral,  became  the 
official  royal  requiem. 

l6l  I 

Tomas  Luis  de  Victoria  d  (r62,  Madrid). 

Venice  Lucia  Quinciani's  Udite  lagrimosi  spirti,  the  1st  known  solo  monody  by  a  woman, 
pubd  in  Affetli  amorosi,  an  anthology  compiled  by  Marc' Antonio  Negri. 

l6l2 

Giovanni  Gabrieli  d  (cbo,  Venice);  Giovanni  de'  Bardi  d  (78,  Florence);  Hans  Leo 
Hassler  d  (49,  Frankfurt  am  Main). 

Duke  Vincenzo  Gonzaga's  death  ended  a  great  era  of  music  patronage  in  Mantua. 

Wolfenbiittel  Michael  Praetorius  pubd  Terpsichore,  his  only  collection  of  French 
dances. 

London  Orlando  Gibbons  pubd  his  retrospective  First  Set  of  Madrigals  and  Mottets, 

apt  for  Viols  and  Voyces. 

1613 

Carlo  Gesualdo,  Prince  of  Venosa,  d  (C52,  Gesualdo);  Giovanni  Maria  Artusi  d  (^73, 
Bologna). 

Monteverdi  apptd  Giovanni  Gabrieli's  successor  at  S  Marco,  Venice;  Schiitz  returned 
to  Kassel. 

Naples  Pietro  Cerone  pubd  in  Spanish  his  mammoth  El  melopeo  y  maestro,  on  music 
history  and  theory. 

London  Parthenia  or  the  Maydenhead  of  the  First  Musicke  that  ever  was  printed  for  the 
Vtrgtnalls  (music  by  Byrd,  Gibbons  and  Bull)  pubd  for  the  marriage  of  Princess  Elizabeth 
to  Frederick  V,  the  Elector  Palatine  of  Heidelberg. 
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1614 

Felice  Anerio  d  (^54,  Rome). 
Franz  Tunder  b  (Bannesdorf ). 

Banchieri  founded  the  Accademia  dei  Floridi  in  Bologna,  known  from  1625  as  the 
Accademia  dei  Filomusi;  meetings  were  held  at  S  Michele  in  Bosco. 

Venice  Monteverdi  pubd  his  retrospectiv  e  6th  bk  of  madrigals. 

Paris  Jacques  Mauduit's  ode  mesuree  in  honour  of  Louis  XIII's  return  from  Brittany 
perf.  by  135  singers,  lutenists  and  viol  players. 

Graz  Heinrich  Pfendner  pubd  Delli  motetti,  one  of  the  earliest  German  motet  collections 
with  continue 

1615 

Christopher  Gibbons  b  (London). 

Schiitz  visited  the  Dresden  court,  formally  becoming  Kapellmeister  in  1619. 

In  Bologna  the  Congregazione  deH'Oratorio,  which  met  on  Sundays  at  S  Barbara,  was 
founded. 

Rome  Frescobaldi  pubd  the  1st  edn  of  his  Toccate  e  partite  d'intavolatura  di  cembalo. 

Salzburg  The  archbishop  built  the  first  open-air  theatre  (Steintheater)  at  the  Hellbrunn 
palace. 

1616 

Johann  Jakob  Froberger  b  (Stuttgart). 

Johann  Hermann  Schein  apptd  Kantor  of  the  Thomaskirche,  Leipzig. 
A  collegium  musicum  founded  in  Prague. 

Berlin  Bartholomaeus  Praetorius  pubd  Newt  liebliche  Paduanen  und  Galliarden. 

Nuremberg  Johann  Staden  pubd  Harmoniae  sacrae,  containing  some  of  the  earliest 
German  sacred  concertos. 

London  Jonson's  The  Devil  is  an  Ass  perf.  with  music  by  Robert  Johnson. 
1617 

Venice  Biagio  Marini  pubd  Affetti  musicali,  containing  sinfonias,  canzonas,  sonatas  and 
dances  for  1  or  2  violins  and  bass  (in  'La  Foscarina'  tremolo  is  specified  for  the  1st  time). 

Paris  The  ballet  La  delivrance  de  Renaud  (music  by  Mauduit,  Pierre  Guedron,  Antoine 
de  Boesset  and  Gabriel  Bataille)  perf.  by  92  singers  and  45  instrumentalists  under 
Mauduit's  direction. 

Leipzig  Schein  pubd  Banchetto  musicale,  a  collection  of  variation  suites. 

London  Nicholas  Lanier  introduced  passages  of  Italian  'stylo  recitativo'  into  Jonson's 
masque  Lovers  Made  Men. 
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Giulio  Caccini  d  (^67,  Florence). 

Rene  Descartes  finished  his  Compendium  musicae  which,  when  pubd  (1650),  became  an 
influential  treatise  on  music  and  the  application  of  scientific  methodology. 

Michael  Praetorius,  Heinrich  Schutz  and  Samuel  Scheidt  supervised  the  reorganization 
of  the  Kapelle  at  Magdeburg  Cathedral. 

Leipzig  Schein  pubd  1st  part  of  Opella  nova,  an  important  collection  of  sacred  concertos 
(based  on  Lutheran  chorales)  with  continuo. 

Wolfenbuttel  Praetorius  pubd  2nd  and  3rd  parts  of  Syntagma  musicum  (1st  part 
appeared  in  1614);  the  2nd  part  is  devoted  to  musical  instruments. 


1619 

Pierre  Guedron  apptd  surintendant  of  music  at  the  French  court. 

Schutz,  Praetorius,  Scheidt  and  Staden  took  part  in  the  inauguration  of  the  organ  at  the 
Stadtkirchc,  Bayreuth,  at  the  invitation  of  Margrave  Christian  of  Brandenburg-Bayreuth. 

Giovanni  Priuli,  Hofkapellmeister  to  Archduke  Ferdinand  for  C4  years,  moved  to  Vienna 
when  Ferdinand  became  Habsburg  Emperor. 

Rome  G.  F.  Anerio  comp.  Teatro  armonico  spirituale  for  the  Oratorio  di  S  Filippo  Neri, 
signalling  the  rise  of  the  v  ernacular  oratorio  and  the  earliest  use  of  obbligato  instruments 
in  music  of  the  Roman  school. 

Venice  Monteverdi  pubd  7th  bk  of  concerted  madrigals. 

Dresden  Schutz  pubd  Psalmen  Davids,  his  1st  collection  of  sacred  motets  and  concertos. 
Nuremberg  Praetorius  pubd  Polyhymnia  caduceatrix. 

London  Tregian  finished  compiling  what  is  now  called  The  Fitzwilliam  Virginal  Book. 
Amsterdam  Sweelinck  pubd  Cantiones  sacrae,  motets  for  the  Catholic  liturgy. 


l620 

Hans  Schreiber,  the  Berlin  court  instrument  maker,  devised  the  contrabassoon. 

Milan  Francesco  Rognoni  Taeggio  pubd  Selva  di  varii  passaggi,  a  treatise  on  vocal  and 
instrumental  techniques. 

Rome  Filippo  Vitali's  favola  in  musica,  L'Aretusa  was  staged. 

Venice  Alessandro  Grandi  pubd  Cantade  et  arie,  a  collection  of  monodies. 

Copenhagen  Mogens  Pcdcrson  pubd  Pratum  spirituale,  the  1st  collection  of  polyphonic 
settings  of  Danish  texts. 

Lisbon  Manuel  Rodrigues  Coelho  pubd  Flores  de  musica  para  0  instrumento  de  tecla  & 
harpa,  the  earliest  surviving  collection  of  instrumental  music  printed  in  Portugal. 
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1621 

Michael  Praetorius  d  50,  Wolfenbuttel);  Jan  Pieterszoon  Sweelinck  d  (59,  Amsterdam). 
Jacob  Stainer  b  (Absam). 

Venice  Francesco  Turini  pubd  his  1st  bk  of  madrigals  with  parts  for  2  violins;  a  separate 
trio  sonata  was  also  included. 

Hamburg  Scheidt  pubd  the  1st  of  3  collections  of  instrumental  ensemble  music,  Ludi 
musici  (2nd,  1622;  3rd,  1624). 

Leipzig  The  1st  part  of  Schein's  Musica  Boscareccia  pubd,  a  collection  of  secular  songs 
for  two  sopranos  and  bass  (2nd,  1626;  3rd,  1628). 

Vienna  Giovanni  Valentini  pubd  Messa,  Magnificat  et  Jubilate  Deo,  a  collection  of 
sacred  works  for  7  choirs  and  trumpet. 

1622 

Giovanni  Valentini,  the  Habsburg  court  organist,  succeeded  Priuli  as  Hojlapellmeister 
in  Vienna. 

Venice  Salamone  Rossi's  Hashirim  asher  lish'lomo  ('The  Songs  of  Solomon'),  polyphonic 
settings  of  Hebrew  psalms,  hymns  and  synagogue  songs,  ed.  and  pubd  by  his  pupil 
Leo  da  Modena,  whose  preface  cites  Talmudic  and  rabbinical  sources  to  justify  the 
introduction  of  polyphony  into  synagogue  serv  ices. 

1623 

William  Byrd  d  (r8o,  Stondon  Massey);  Thomas  Wcelkes  d  (47,  London). 
Antonio  Cesti  b  (Arezzo);  Jacopo  Melani  b  (Pistoia);  John  Playford  b  (Norwich). 

The  Holy  Roman  Emperor  Ferdinand  II  granted  a  privilege  to  form  an  imperial  guild 
of  trumpeters  and  kettledrummers  under  the  patronage  of  the  Elector  of  Saxony. 

Filipe  de  Magalhaes  apptd  mestre  de  capela  of  the  Portuguese  court. 

Dresden  Schiitz  produced  his  Historia  der  . . .  Aufferstehung  . . .  Jesu  Christi,  a  setting 
of  a  text  drawn  from  all  4  Gospels. 

Leipzig  Schein  pubd  Fontana  a" Israel,  a  collection  of  settings  of  Old  Testament  texts 
for  5  voices  and  basso  continuo. 

1624 

Pope  Urban  VIII  conceded  to  the  Congregazione  dei  Musici  di  Roma  (later  the  Acca- 
demia  di  S  Cecilia)  the  supervision  of  music  education  and  the  publication  of  sacred 
music;  the  decree  was  revoked  2  years  later. 

The  violinist  Louis  Constantin  apptd  roi  des  joueurs  d' instruments  in  Paris. 

Venice  Monteverdi  first  used  stile  concitato  in  Combattimento  di  Tancredi  e  Clorinda 
(not  pubd  until  1638). 
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The  title  of  Turini's  2nd  bk  of  madrigals  incorporates  the  term  'cantata'  (in  reference 
to  an  extended  recitative)  for  the  1st  time. 

Hamburg  Scheldt  pubd  the  1st  of  3  vols,  of  Tabulatura  novay  and  in  Stuttgart  Johann 
Ulrich  Steigleder  pubd  Ricercar  tabulatura:  they  were  the  1st  edns  of  German  keyboard 
music  to  appear  in  open  score  rather  than  organ  tablature. 

Leipzig  Schein's  Diletti  pastorali  or  Hirten  Lust  (the  secular  counterpart  of  Fontana 
a" Israel;  see  1623)  became  the  1st  pubd  collection  of  German  continuo  madrigals. 

1625 

Pietro  Cerone  d  (^59,  Naples);  Orlando  Gibbons  d  (42,  Canterbury). 

The  Bolognese  Accademia  dei  Floridi  became  the  Accademia  dei  Filomusi  (because  of 
plague,  it  was  dissolved  in  1630);  it  counted  Banchieri,  Monteverdi  and  Merula  among 
its  members. 

John  Coprario  apptd  Composer-in-Ordinary  at  the  new  English  court  of  Charles  I. 

Dresden  Schiitz  pubd  his  Latin  Cantiones  sacrae,  which  he  intended  for  inter- 
denominational use. 

Nuremberg  Paul  Peuerl  became  the  1st  German  composer  to  pub.  music  for  the  Italian 
texture  of  two  melody  instruments  and  continuo  (Gantz  neue  Padouanen). 

Moscow  The  now-famous  peal  of  bells  was  installed  in  the  Gate  of  Salvation  of  the 
Kremlin. 

Florence  Francesca  Caccini's  La  liberazione di Ruggiero  dell 'isola  d'Alcina  (text  by  Saracinclli 
after  Ariosto)  was  the  first  opera  composed  and  published  by  a  woman. 

1626 

John  Coprario  d  (London);  John  Dowland  d  (^63,  London). 
Giovanni  Legrenzi  b  (Clusone). 

Louis  XIII  acknowledged  the  Vingt-quatre  Violons  du  Roi  (also  known  as  the  Grande 
Bande),  which  was  augmented  by  the  12  Grands  Hautbois  of  the  F. curie 

The  'Fedeli'  (who  had  given  the  first  perf.  of  Monteverdi's  L'Arianna,  Mantua,  1608) 
became  attached  to  the  imperial  court  in  Vienna,  where  they  continued  to  perform 
Italian  operas. 

William  Heyther  founded  the  music  professorship  at  Oxford  University. 
1627 

Lodovico  Viadana  d  (f67,  Gualtieri);  Jacques  Mauduit  d  (nearly  70,  Paris). 

Dresden  Carlo  Farina  pubd  Capriccio  stravagante,  a  quodlibet  in  which  the  violin 
imitates  other  instruments  and  animals  with  special  effects  such  as  col  legno,  sul  ponticello, 
pizzicato  and  tremolo. 

Torgau  Martin  Opitz's  adaptation  of  Rinuccini's  Dafne  with  music  by  Schiitz  (lost), 
the  earliest  German  opera,  perf.  for  the  Dresden  court. 

Leipzig  Schein  (in  his  capacity  as  Thomaskantor)  pubd  his  Cantional  (enlarged  2nd 
edn,  1645),  a  collection  of  current  hymns  with  continuo  figures  in  the  bass  part. 
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Warsaw  Adam  Jarzf  bski  completed  a  MS  collection  of  instrumental  works  for  2  to  4 
players  and  continuo,  Canzoni  e  concerti,  which  influenced  the  development  of  chamber 
genres  in  central  Europe. 

1628 

Alfonso  Ferrabosco  the  younger  d  (London);  John  Bull  d  (f65,  Antwerp);  Peter  Philips 
d  (r67,  Brussels). 

Louis  XIII  is  said  to  have  kept  his  spirits  up  during  the  siege  of  La  Rochelle  by 
composing  motets. 

Schiitz  went  to  Venice  to  study  with  Monteverdi. 

Rome  Vincenzo  Giustiniani  pubd  his  short  Discorso  sopra  la  musica,  describing  musical 
life  there  in  the  early  1600s. 

Florence  Peri  collaborated  with  Gagliano  on  La  Flora  (text  by  Salvadori)  for  the 
wedding  celebrations  of  Duke  Odoardo  Farnese  and  Margherita  de'  Medici. 

Warsaw  The  1st  perf.  of  an  Italian  opera  outside  Italy,  Galatea  (?Santi  Orlandi),  given 
by  Italian  singers. 

Bamberg  Johann  Degen  pubd  Catholisches  Gesangbuch,  the  1st  German  Catholic  hymn- 
hymnbook. 


1629 

Sigismondo  d'India  d  (^47,  PModena). 

Virgilio  Mazzocchi  apptd  maestro  di  cappella  at  the  Cappella  Giulia,  Rome,  and  Carissimi 
at  the  Jesuit  Collegio  Germanico,  Rome. 

Venice  Schiitz  pubd  Symphoniae  sacrae;  Marini  pubd  op.  8  (in  which  he  differentiated 
between  sonatas  and  sinfonias). 

Madrid  Lope  de  Vega's  La  selva  sin  amor,  perf.  at  the  Coliseo  del  Buen  Retiro,  was 
the  1  st  Spanish  drama  perf.  entirely  with  sung  dialogue. 


163O 

Alessandro  Grandi  d  (?44,  Bergamo);  Johann  Hermann  Schein  d  (44,  Leipzig). 

Venice  Monteverdi's  lost  opera  Proserpina  rapita  (text  by  G.  Strozzi)  perf.  during  the 
wedding  festivities  of  Giustiniana  Mocenigo  and  Lorenzo  Giustiniani,  the  only  court 
opera  ever  perf.  there. 

Paris  Pierre  Trichet  was  at  work  on  his  Traite  des  instruments  de  musique,  which 
remained  in  MS  until  the  20th  century. 

London  About  this  time,  Jonson's  play  The  Sad  Shepherd  perf.  with  music  by  Nicholas 
Lanier;  Martin  Peerson's  Mottects  or  Grave  Chamber  Musique  was  the  1st  English 
collection  pubd  with  a  figured  bass  part. 
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1631 


The  Viennese  Hofltapelle,  departing  from  convention,  engaged  its  first  female  singer, 
Margherita  Basile. 

P.  F.  Valentini  pubd  in  Rome  his  Canone  nel  modo  Salomonis  for  96  voices,  which  could 
be  augmented  to  144,000  if  sung  at  different  speeds  and  in  different  metres. 

1632 

Jean-Baptiste  Lully  [Giovanni  Battista  Lulli]  b  (Florence). 

Venice  Monteverdi  pubd  Scherzi  musically  containing  'Zefiro  torna'  (the  first  great  vocal 
chaconne). 

Rome  Stefano  Landi's  //  Sant'Alessio  (text  by  Rospigliosi)  perf.  at  the  Palazzo  Bar- 
berini's  Quattro  Fontane  (the  1st  Roman  opera  house)  to  celebrate  its  opening  -  the 
earliest  known  setting  of  a  historical  subject  and  the  1st  to  incorporate  overtures  to  the 
prologue  and  acts  (it  may  also  have  been  given  the  previous  year). 

Jacopo  Peri  d  (71,  Florence);  Jehan  Titelouze  d  (cjo,  Rouen). 
Samuel  Pepys  b  (England). 

Domenico  Brunetti,  maestro  di  cappella  of  Bologna  Cathedral,  founded  the  Accadcmia 
dei  Filaschisi. 

Schiitz  apptd  Kapellmeister  at  the  Danish  court. 

Carlos  Patino  became  the  1st  Spaniard  to  serve  as  court  maestro  de  capilla  at  Madrid. 
Vienna  Ludovico  Bartolaia's  //  Sidonio  was  the  1st  opera  perf.  there. 

1634 

Adriano  Banchieri  d  (f66,  Bologna);  Johann  Staden  d  (53,  Nuremberg). 
Adam  Krieger  b  (Driesen). 

Jan  Hermanszoon  Krul  founded  the  Amsterdamsche  Musijck  Kamer,  devoted  to  the 
cultivation  of  music  drama. 

London  William  Lawes  and  Simon  Ives  contributed  music  to  Shirley's  The  Triumph 
of  Peace,  the  most  spectacular  of  all  English  masques. 

Henry  Lawes  collaborated  with  Milton  on  the  masque  Comus,  1st  perf.  at  Ludlow  Castle. 
1635 

Schiitz  returned  to  Dresden  from  Copenhagen. 

The  Nuremberg  brass  instrument  makers  formed  a  guild  which  was  overseen  by  the 
city  council. 

Venice  Frescobaldi  pubd  Fiori  musicali  (a  large  collection  of  organ  and  instrumental 
chamber  music  intended  for  use  in  the  Mass). 

458 

Copyrighted  material 


Chronology  1 600-1 750 

Chantilly  The  Ballet  de  la  Merlaison,  with  words,  music  and  choreography  by 
Louis  XIII,  perf.  for  the  court. 

1636 

Bologna  Members  of  the  Accademia  dei  Riaccesi  rented  the  Palazzo  Formagliari  to 
stage  operas  and  comedies;  the  theatre  became  known  as  the  Guastavillani  after  the 
marquis  who  renovated  and  then  managed  it. 

Paris  Marin  Mersenne  began  issuing  the  1st  of  4  vols,  of  Harmonie  Universelle. 

Leipzig  Schiitz  pubd  his  1st  collection  of  Kleine  geistliche  Concerte  (the  2nd  pubd 
Dresden,  1639). 

London  Charles  Butler  pubd  The  Principles  ofMusik  which,  though  written  for  church 
musicians,  gained  wider  significance  as  an  important  link  between  Morley  (Plaine  and 
Easie  Introduction  to  Practical!  Musicke,  1597)  and  Playford  (see  1654). 

Henry  and  William  Lawes  collaborated  on  music  for  Davenant's  The  Triumphs  of  the 
Prince  d' Amour. 

1637 

Dieterich  Buxtehude  b. 

Froberger  apptd  organist  of  the  Hofkapelle,  Vienna,  on  the  accession  of  Ferdinand  III; 
he  soon  obtained  leave  to  study  with  Frescobaldi  in  Rome. 

Rome  Virgilio  Mazzocchi  and  Marazzoli  collaborated  on  the  1st  comic  opera,  Chisoffre, 
speri  (text  by  Rospigliosi),  perf.  at  the  Palazzo  Barberini. 

Venice  The  1st  public  opera  house,  Teatro  S  Cassiano,  opened  with  Francesco  Manelli's 
L' Andromeda  (text  by  Ferrari). 

1638 

Nicholas  Forme  d  (71,  Paris). 

Venice  Monteverdi  pubd  Madrigali  guerrieri  et  amorosi. 

Dresden  Schiitz's  lost  opera-ballet  Orpheus  und  Euridice  (text  by  Buchncr)  perf.  at 
court. 

London  William  Lawes  contributed  music  to  Davenant's  masque  Britannia  triumphans. 
1639 

Stefano  Landi  d  (c$2,  Rome);  Melchior  Franck  d  (f6o,  Coburg). 
Bernardo  Pasquini  b  (Lucca). 

Rome  Andre  Maugars  wrote  his  'Response  faite  a  un  curieux  sur  le  sentiment  de  la 
musique  d'ltalie'  in  which  he  compared  French  and  Italian  performing  practices. 

Venice  The  Teatro  SS  Giovanni  e  Paolo  opened  with  Manelli's  La  Delia  (text  by  G. 
Strozzi);  Cavalli's  1st  opera,  Le  nozze  di  Teti  e  di  Peleo  (text  by  Persiani),  perf.  at  the 
Teatro  S  Cassiano. 
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164O 

Venice  Monteverdi's  //  ritorno  d'Ulisse  in  patria  (text  by  Badoaro)  perf;  the  Teatro  S 
Moise  opened. 

Danzig  Paul  Siefert  pubd  Psalmen  Davids,  nach  franc osischer  Melodey  (chorale  motet 
settings  of  the  Calvinist  Reformed  Church  psalter)  as  a  public  response  to  Kaspar 
Forster,  with  whom  he  sustained  a  lengthy  quarrel  (see  1643). 

Cam  bridge,  Mass.  The  1st  American  metrical  psalter,  Whole  Booke  of  Psalmes,  pubd  - 
the  1st  bk  printed  in  the  English-speaking  New  World. 

1 641 

Jacques  Champion  de  Chambonnieres  organized  the  twice-weekly  'Assemblees  des 
Honnestes  Curieux'  at  his  Paris  home. 

The  Parisian  theatre  of  the  Palais  Royal  built;  originally  intended  for  plays,  ballets  de 
cour  and  Italian  operas,  it  later  became  the  home  of  Moliere's  troupe  and  then  the 
Academie  Royale  de  Musique. 

Venice  Francesco  Sacrati's  opera  La  jinta  pazza  (text  by  G.  Strozzi)  perf.  at  the  opening 
of  the  Teatro  Novissimo  (see  1645). 

Palermo  Gioanpietro  Del  Buono  pubd  the  earliest  harpsichord  sonatas. 

Hamburg  Thomas  Sclle  pubd  his  St  John  Passion,  the  1st  to  include  instrumental 
interludes. 

1642 

Schiitz  returned  to  Copenhagen  as  Hofkapellmeister. 

Rome  Luigi  Rossi's  //  palazzo  incantato  di  Atlante  (text  by  Rospigliosi)  perf.  at  the 
Barberini  theatre,  Quattro  Fontane. 

Venice  Monteverdi's  L ' incoronazione  di  Poppea  (text  by  Busenello)  perf. 

Nuremberg  Johann  Andreas  Herbst  pubd  Musica  practica,  the  1st  independent  singing 
manual  (see  1643). 

1643 

Marco  da  Gagliano  d  (61,  Florence);  Girolamo  Frescobaldi  d  (60,  Rome);  Monteverdi 
d  (76,  Venice). 

Marc'Antoine  Charpcntier  b  (Paris). 

Venice  Cavalli's  opera  Egisto  perf.;  it  was  perf.  3  years  later  in  Paris. 

Paris  Annibal  Gantez  pubd  his  observations  on  French  musical  life  in  L'entretien  des 
musiciens. 

Warsaw  Marco  Scacchi  pubd  (in  Venice)  his  Cribrum  musicum  ad  triticum  Syferticum, 
in  which  he  catalogued  the  errors  of  musical  literacy  committed  by  Siefert  in  his  1640 
Psalmen  Davids  (see  1645). 
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Nuremberg  Herbst  pubd  Musica  poetica,  the  ist  composition  manual  in  German 
instead  of  Latin. 

Vienna  Giovanni  Valentini  wrote  the  text  and  composed  the  music  for  Santi  risorti 
(ded.  Ferdinand  III),  apparently  the  first  sacred  drama  pcrf.  at  court  (see  1649). 

1644 

Antonio  Stradivari  b  (Cremona);  Alessandro  Stradella  b  (Rome);  Heinrich  Ignaz  Franz 
Biber  b  (Wartenberg,  Bohemia). 

Giovanni  Rovetta  succeeded  Monteverdi  as  maestro  di  capella  at  S  Marco,  Venice. 

Rome  The  musicians  of  the  Barberini  household  met  together  during  the  summer  in 
the  spirit  of  an  academy. 

Venice  Barbara  Strozzi  pubd  //  primo  libro  de  madrigali,  the  ist  of  8  vols,  of  vocal 
chamber  music. 

Paris  Mersenne  pubd  the  ist  description  of  the  baryton  in  Cogitata  physico-mathematica. 

London  The  last  remaining  church  organs  destroyed  by  order  of  the  Puritan  Parliament; 
until  the  Restoration  metrical  psalms  had  to  be  sung  unaccompanied. 

1645 

William  Lawes  d  (43,  in  the  siege  of  Chester). 
Andreas  Werckmeister  b  (Bcnneckenstein). 

Venice  Giovanni  Antonio  Bertoli  pubd  an  early  collection  of  solo  bassoon  sonatas. 

Paris  Sacrati's  1641  Venetian  opera  La  finta  pazza  (text  by  Strozzi,  with  sets  and 
machinery  by  Torelli  and  ballet  by  Balbi)  perf.  at  Cardinal  Mazarin's  request  for  the 
court. 

Danzig  Siefert  replied  to  Scacchi  (in  Warsaw)  by  publishing  Anticribratio  musica  ad 
avenam  Schachianam  hoc  est,  effectively  dismantling  Scacchi's  model  (see  1649). 

Nuremberg  Johann  Kindermann's  Harmonia  organica  was  the  last  organ  music  printed 
in  tablature  and  among  the  ist  German  music  to  be  engraved. 

1646 

Orazio  Benevoli  apptd  maestro  di  cappella  of  the  Cappella  Giulia,  Rome. 

The  Florentine  Jean-Baptiste  Lully  brought  to  Paris  by  the  Chevalier  de  Guise  and 
trained  as  a  musician  while  serving  Mile  de  Montpensier;  Luigi  Rossi  arrived  from 
Rome  to  prepare  his  opera  Orfeo. 

Paris  Cavalli's  Egisto  (1643;  text  by  Faustini)  perf.  at  the  Palais  Royal. 

Copenhagen  Hans  Mikkelsen  Ravn  pubd  Heptachordum  danicum  seu  Nova  solsisatio, 
by  his  own  account  the  ist  comprehensive  book  on  music  in  Denmark. 

Danzig  The  first  perf.  of  an  opera,  Scacchi's  Le  nozze  a" Amor e  e  di  Psyche,  giv  en  by 
the  city  Kapelle,  assisted  by  the  Warsaw  Kapelle,  to  celebrate  the  arrival  of  the  Polish 
queen  Marie  Louise. 
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1647 

Pelham  Humfrey  b. 

Joao  Alvares  Frouvo  apptd  mestre  de  capela  at  Lisbon  Cathedral. 

Paris  Luigi  Rossi's  Orfeo  (text  by  Buti),  commissioned  by  Cardinal  Mazarin,  perf.  at 
the  Palais  Royal  by  Italians,  in  Italian,  with  a  French  prologue  and  ballets. 

Berlin  Johannes  Criiger  pubd  Praxis  pietatis  melica,  the  most  influential  chorale  pub- 
lication of  the  17th  century. 

Stockholm  Queen  Christina  engaged  6  French  musicians  (among  them  the  violinist 
Pierre  Verdier)  for  court  ballets  (see  1652). 

1648 

Marin  Mersenne  d  (60,  Paris). 

With  the  start  of  the  Fronde  in  France,  the  Italians  associated  with  the  recent  opera 
productions  in  Paris  fled  (Luigi  Rossi  and  the  castrato  Atto  Melani)  or  were  incarcerated 
(Giacomo  Torelli)  (see  1654). 

Lully  formed  the  16-strong  Petits  Violons,  who  regularly  played  during  Louis  XIV's 
diner  and  coucher. 

Dresden  Schutz  pubd  Geistliche  Chor-Musik,  the  most  important  collection  of  17th- 
century  German  motets. 

Prague  Wolfgang  Ebner  pubd  36  variations  for  harpsichord  on  a  theme  by  Emperor 
Ferdinand  III. 

London  Henry  Lawes  pubd  Choice  Psalmes  (60  psalms  -  30  his  own,  the  rest  by  his 
late  brother  William,  to  whom  the  collection  was  ded.). 

1649 

Pascal  Collasse  b  (Rheims);  Johann  Philipp  Krieger  b  (Nuremberg);  John  Blow  b 
(Newark). 

Antonio  Bertali  succeeded  Giovanni  Valentini  as  Ho/kapellmeister  in  Vienna. 

Venice  Cesti's  Orontea  (text  by  Cicognini)  perf.  at  the  Teatro  di  SS  Apostoli;  his  1st 
opera,  it  established  his  popularity  throughout  Italy. 

Vienna  The  1st  oratorio  perf.,  the  anon.  //  secondo  Abramo  disformato  nel  riformare  il 
primo. 

Warsaw  After  Siefert's  Anticribratio  musica  (1645),  Scacchi  pubd  letters  of  support  for 
him  from  Schutz  and  other  notable  composers  {Judicium  cribri  mustci),  effectively  ending 
the  10-year-old  dispute. 

1650 

Paris  Pierre  Corneille,  Charles  Dassoucy  and  the  Italian  machinist  Giacomo  Torelli 
collaborated  (at  Cardinal  Mazarin's  request)  on  a  'tragedic  representee  avec  les  machines', 
Andromede,  perf.  at  the  Petit  Bourbon  palace. 
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Rome  Athanasius  Kircher  pubd  Musurgia  universalis,  an  extremely  influential  com- 
pendium of  musical  facts  and  speculation. 

Brussels  The  1st  opera  (albeit  Italian),  GiosefFo  Zamponi's  Ulisse  nell'isola  dt  Circe, 
perf.  for  the  wedding  celebrations  of  Philip  IV  of  Spain  and  Mariana  of  Austria. 

Utrecht  Rene  Descartes  pubd  (in  the  year  of  his  death)  Compendium  musicae  -  a  treatise, 
written  in  161 8,  in  which  scientific  method  is  applied  to  music. 

1651 

Paris  Isaac  de  Benserade's  1st  ballet,  Cassandre  (composers  unknown),  in  which  the 
young  Louis  XIV  made  his  first  appearance,  dancing  the  role  of  the  Sun,  perf.  at  the 
Palais  Royal. 

London  John  Playford  pubd  The  English  Dancing  Master,  containing  descriptions  of 
country  dances. 

1652 

Paris  Henry  du  Mont  pubd  Cantica  sacra,  the  1st  printed  collection  of  petits  motets, 
for  voices,  viols  or  violins  and  continuo;  at  much  this  time  Ennemond  and  Denis 
Gaultier's  lute  music  pubd  in  La  rhetorique  des  dieux. 

Stockholm  Queen  Christina  engaged  an  Italian  opera  troupe  led  by  Alessandro 
Cecconi. 

1653 

Luigi  Rossi  d  (^56,  Rome). 

Arcangelo  Corelli  b  (Fusignano);  Gcorg  Muffat  h  (Mcgcve,  Savoy);  Johann  Pachelbel  b 
(Nuremberg). 

Lully  apptd  compositeur  de  la  musique  instrumentale  at  the  French  court. 
Froberger  apptd  court  organist  in  Vienna. 

Bologna  The  Teatro  Malvezzi  opened  with  opera  for  the  aristocracy;  the  Galli-Bibiena 
family  designed  all  their  sets. 

Innsbruck  The  Englishman  William  Young  pubd  the  earliest  known  works  called 
'sonatas'  by  an  English  composer. 

Munich  G.  B.  Maccioni's  single-scene  work  L'arpa  jestante  (for  which  he  wrote  words 
and  music)  inaugurated  the  fashion  for  Italian  opera  at  court. 

Nuremberg  Kindcrmann  pubd  Canzoni,  sonate  for  1-3  violins,  cello  and  continuo, 
some  of  the  earliest  works  to  require  scordatura. 

London  Shirley's  masque  Cupid  and  Death,  with  music  by  Matthew  Locke,  perf.  before 
the  Portuguese  ambassador. 

Madrid  Juan  Hidalgo  comp.  the  earliest  surviving  Spanish  recitatives  for  his  semi- 
opera  Fortunas  de  Andromeda  y  Perseo  (text  by  Calderon;  see  Plate  20). 
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1654 

Samuel  Scheidt  d  (66,  Halle). 

Jean  Veillot  and  Thomas  Gobert  apptd  sous-maitres  of  the  Chapelle  Royale,  Paris. 

The  Palazzo  Farnese,  the  Roman  residence  of  Queen  Christina  of  Sweden,  who  had 
abdicated  on  conversion  to  Catholicism,  became  the  venue  of  important  musical  events. 

Paris  The  Fronde  was  suppressed,  enabling  Cardinal  Mazarin  to  summon  Italian 
musicians;  Carlo  Caproli's  opera  Le  nozze  di  Peleo  e  di  Teti  perf.  at  the  Petit  Bourbon, 
with  ballets  by  Lully  and  Benserade  (Louis  XIV  danced  6  roles)  and  scenery  and 
machinery  by  Torelli. 

Innsbruck  Antonio  Cesti's  La  Cleopatra  inaugurated  the  archducal  Komodienhaus 
(the  1  st  purpose-built  opera  house  in  a  German-speaking  country). 

London  John  Playford  first  issued  A  Breefe  Introduction  to  the  Skill  of  Musick. 
1655 

Bartolomeo  Cristofori  b  (Padua). 

Paris  Michel  de  La  Guerre  comp.  Le  triomphe  de  f  amour  (text  by  Beys),  the  1st 
'comedie  francoise  en  musique',  perf.  at  the  Louvre  during  Carnival. 

England  The  Festival  of  Sons  of  the  Clergy,  a  simple  Commonwealth  ceremony, 
inaugurated,  which  after  the  Restoration  gave  rise  to  annual  musical  festivals. 

1656 

Marin  Marais  b  (Paris). 

Carissimi  apptd  maestro  di  cappella  del  concerto  di  camera  by  Queen  Christina  of  Sweden, 
in  Rome,  who  established  an  academy  (after  her  death  known  as  the  Accademia  delP Ar- 
cadia) at  her  residence  in  the  Palazzo  Farnese  (see  1680). 

Filipe  da  Cruz  apptd  mestre  of  the  Portuguese  royal  chapel. 

Venice  The  Teatro  S  Samuele  opened. 

London  Sir  William  Davenant's  Siege  of  Rhodes  perf.  at  Rutland  House,  the  earliest 
English  opera,  with  music  by  Charles  Coleman,  Henry  Cooke,  George  Hudson,  Henry 
Lawes  and  Matthew  Locke  (see  1661). 

1657 

Louis  Constantin  d  (cjz,  Paris). 

Michel-Richard  de  Lalande  b  (Paris);  Philipp  Heinrich  Erlebach  b  (Esens). 

Maurizio  Cazzati  apptd  maestro  di  cappella  at  S  Petronio,  Bologna. 

Guillaume  Dumanoir  succeeded  Constantin  as  roi  et  maitre  des  menestriers  in  Paris. 

Florence  The  Accademia  degli  Immobili  inaugurated  their  new  Teatro  della  Pergola, 
with  Jacopo  Melani's  La  Tancia  (text  by  Moniglia). 
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Paris  Lully  collaborated  with  Buti  on  the  Ballet  de  I 'amour  malade,  perf.  -  with  oboes 
in  the  orchestra  for  the  1st  time  -  at  the  Louvre  palace. 

Innsbruck  Cesti's  La  Dori  (text  by  Apolloni)  perf. 

Munich  J.  K.  Kerll's  L'Oronte  inaugurated  the  newly  built  opera  house. 

1658 

Giuseppe  Torelli  b  (Verona). 

Paris  Lully,  Jean-Baptiste  de  Boesset  and  Louis  de  Mollier  provided  music  for  Benser- 
ade's  Ballet  d'Alcidiane,  perf.  for  Louis  XIV's  20th  birthday. 

Rene  Ouvrard  published  Secret  pour  composer  en  musique  under  a  pseudonym  (du 
Reneau). 

1659 

Henry  Purcell  b. 

Paris  Lully's  Ballet  de  la  raillerie  (text  by  Benserade)  perf.,  a  humorous  confrontation 
between  Italian  and  French  music  and  language. 

London  Christopher  Simpson  pubd  The  Division- Violist. 
1660 

Alessandro  Scarlatti  b  (Palermo);  Andre  Campra  b  (Aix-en-Provence);  Johann  Kuhnau 
b  (Geising);  Johann  Joseph  Fux  b  (Hirtenfeld,  Styria). 

Matthias  Weckmann  founded  the  Hamburg  collegium  musicum  with  50  musicians. 

Paris  Cavalli  hastily  adapted  his  opera  Xerse  (1654;  text  by  Minato)  -  with  a  prologue 
and  choruses  (after  the  French  fashion),  as  well  as  with  ballets  by  Lully  -  for  the  wedding 
festivities  of  Louis  XIV  and  the  Spanish  Infanta  Maria  Theresa,  at  the  Louvre;  Mazarin 
had  originally  commissioned  a  new  theatre  and  a  new  opera,  Ercole  amante  (text  by 
Buti),  but  neither  was  ready  in  time  (see  1662). 

Dresden  Schiitz's  Historia  der  ...  Geburth  . . .  Jesu  Christi  perf.  (pubd  4  years  later), 
considered  the  earliest  German  setting  of  the  nativity  story  in  which  the  Evangelist's 
words  are  in  recitative. 

London  Samuel  Pepys  began  his  celebrated  diary,  which  contains  numerous  musical 
references. 

Madrid  Juan  Hidalgo  and  the  librettist  Pedro  Calderon  de  la  Barca  collaborated  on  the 
earliest  surviving  Spanish  opera,  Celos  aun  del  aire  matan. 

1661 

Louis  Couperin  d  (rj5,  Paris). 
Georg  Bohm  b  (Hohenkirchen). 

Lully  apptd  surintendant  de  la  musique  de  la  chambre  at  the  French  court;  his  father-in- 


465 

Copyrighted  material 


Chronology  1600-1750 


law  Michel  Lambert  apptd  maitre  de  musique  de  la  chambre;  the  soprano  Anne  de  La 
Barre  was  the  1st  female  ordinaire  de  la  musique  de  chambre. 

Matthew  Locke  apptd  'private  composer-in-ordinary',  'composer  in  the  wind  music' 
and  'composer  for  the  violin  band'  to  Charles  II  and  provided  music  for  the  coronation. 

Olof  Rudbeck  (rector  magnificus)  founded  an  orchestra,  the  Akademiska  Kapellet,  at  the 
University  of  Uppsala. 

Florence  Cesti's  La  Dori  (text  by  Apolloni)  and  Jacopo  Mclani's  lavish  festa  teatrale, 
Ercole  in  Tebe  (text  by  Moniglia),  perf.  for  the  wedding  celebrations  of  Grand  Duke 
Cosimo  III  de'  Medici  and  Marguerite  Louise  d'Orleans;  they  are  said  to  have  influenced 
Cavalli's  Ercole  amante  (see  1662)  and  Cesti's  //  porno  a"oro  (see  1668). 

Paris  To  mark  the  end  of  the  war  between  France  and  Spain  Lully  and  Benserade's 
Ballet  de  F impatience  perf.  at  the  Louvre  (Louis  XIV  danced  the  role  of 'a  great  lover'); 
their  Ballet  des  saisons  perf.  at  Fontainebleau. 

London  Sir  William  Davenant's  converted  tennis  court  in  Lincoln's  Inn  Fields,  the 
Duke's  Theatre,  opened  with  The  Siege  of  Rhodes,  occasioning  the  king's  1st  appearance 
at  a  public  theatre. 

Edward  Lowe  pubd  A  Short  Direction  for  the  Performance  of  Cathedrall  Service,  in  the 
hope  of  reviving  organ  accompaniment,  suppressed  during  the  Commonwealth. 

The  Hague  Christiaan  Huygens  worked  out  the  mathematical  basis  for  dividing  the 
octave  into  31  equal  parts,  demonstrating  its  practicality  in  Novus  cyclus  harmonicus. 

1662 

Marco  Marazzoli  d  (c6o,  Rome);  Henry  Lawes  d  (66,  London). 

Lully  apptd  maitre  de  la  musique  de  la  famille  royale  at  the  French  court. 

Paris  Cavalli's  Ercole  amante,  originally  commissioned  by  Mazarin  for  the  wedding  of 
Louis  XIV  in  1660,  finally  perf.  in  Gaspare  Vigarani's  Salle  des  Machines  in  the  Tuileries 
palace.  In  deference  to  French  taste  Cavalli  included  choruses  and  short  symphonies  to 
introduce  the  acts;  Benserade  and  Lully  comp.  an  elaborate  ballet  (Hercule  amoureux), 
interleaved  between  the  acts. 

The  Archbishop  of  Paris,  J.  F.  P.  de  Gondy,  authorized  the  repressive  Ceremoniale 
parisiense,  which  echoed  the  century-old  sanctions  of  the  Council  of  Trent  (1545-63) 
against  using  instruments  other  than  the  organ  in  church,  and  specifying  when  and  how 
the  organ  was  to  be  used  in  the  celebration  of  the  Mass  and  the  Office. 


1663 

Heinrich  Scheidemann  d  (r68,  Hamburg). 

Louis  XIV  held  a  competition  to  choose  4  sous-maitres  for  his  Chapelle  Royale:  Henry 
Du  Mont,  Gabriel  Expilly,  Pierre  Robert  and  Thomas  Gobert  apptd. 
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Paris  Lully  and  Michel  Lambert  collaborated  with  Isaac  de  Benserade  on  the  Ballet 
des  arts,  perf.  at  the  Palais  Royal  and  the  Chateau  de  Vincennes.  Lully  and  Moliere 
collaborated  on  L 'impromptu  de  Versailles,  perf.  at  the  hunting-lodge  at  Versailles. 

London  The  1st  Theatre  Royal  in  Drury  Lane  opened. 
1664 

Paris  Lully  collaborated  in  quick  succession  with  Moliere  on  their  1st  comic  venture 
(Le  mariage  force");  then  with  Benserade  on  the  Ballet  des  amours  deguises,  for  the  Palais 
Royal;  again  with  Moliere  on  a  3-day  springtime  court  entertainment  at  Versailles  (Les 
plaisirs  de  File  enchantee),  which  included  a  perf.  of  La  princesse  d' Elide;  finally  with 
Thomas  Corneille  on  Entr'actes  d'Oedipe  for  Fontainebleau.  He  also  comp.  the  Miserere, 
the  grand  motet  by  which  he  is  still  best  known. 

Nuremberg  J.  H.  Schmclzer  pubd  Sonatae  unarurn  fidium,  the  earliest  German  col- 
lection of  sonatas  for  violin  and  continue 

1665 

Bologna  Maurizio  Cazzati  pubd  op.  35  sonatas,  including  3  for  trumpet  and  strings. 

Paris  Lully  collaborated  with  Benserade  on  the  Ballet  de  la  naissance  de  Venus  at  the 
Palais  Royal  and  with  Moliere  on  U  amour  medecin  at  Versailles. 

London  Christopher  Simpson  pubd  The  Principles  of  Practical  Musick  (see  1667). 
1666 

Jean-Fery  Rebel  b  (Paris). 

The  Accademia  Filarmonica  in  Bologna  founded  by  50  musicians. 
Cremona  Antonio  Stradivari  began  labelling  his  violins. 

Rome  Antimo  Liberati  presented  Pope  Alexander  VII  with  an  Epitome  della  musica, 
retrospectively  setting  up  Palestrina's  music  as  the  standard. 

Paris  Lully  put  on  a  ballet  at  the  Hotel  de  Crequi,  and  at  Saint-Germain  collaborated 
with  Benserade  and  Moliere  on  the  Ballet  des  muses. 

Dubuisson's  dated  MS  pieces  (in  tablature  and  staff  notation)  represent  the  earliest 
extant  French  solo  bass  viol  music. 

Vienna  Cesti's  first  imperial  court  opera  perf,  Nettunno  e  Flora  festeggianti  (text  by 
Sbarra),  with  an  aria  by  Leopold  I. 

1667 

Johann  Jacob  Froberger  rffol,  Hericourt);  Franz  Tunder  d  (^53,  Liibeck). 
Michel  Pignolet  de  Monteclair  b  (Andelot);  Johann  Christoph  Pepusch  b  (Berlin). 
Venice  Johann  Rosenmiiller  pubd  12  Sonate  da  camera  a  5  stromenti. 
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Saint-Germain  To  celebrate  Carnival  and  the  French  victory  in  Flanders,  Louis  XIV 
ordered  a  series  of  perfs.  of  works  by  Moliere,  including  2  with  music  by  Lully  (La 
pastorale  comique  and  Le  sicilien). 

Dresden  Teseo  (an  opera  attrib.  G.  A.  Bontempi,  text  by  G.  A.  Moniglia)  perf.  at  the 
opening  of  the  opera  house. 

Vienna  Cesti's  Le  disgrazie  d'Amore  (text  by  Sbarra)  perf. 

London  Simpson  reissued  The  Principles  of  Practical  Musick  (1665)  as  A  Compendium 
of  Practical  Musicke,  the  better-known  title. 

1668 

Francois  Couperin  (le  Grand)  b  (Paris). 

Cavalli  apptd  maestro  di  cappella  at  S  Marco,  Venice. 

Buxtchude  married  Franz  Tunder's  daughter  and  succeeded  him  as  organist  at  the 
Marienkirche,  Liibeck. 

Blow  apptd  organist  of  Westminster  Abbey,  London. 

Rome  Jacopo  Melani  comp.  //  Girello  (text  by  Acciaiuoli,  with  a  prologue  by  Stradella), 
an  operatic  satire  on  absolutism,  perf.  at  the  Palazzo  Colonna;  it  became  one  of  the  most 
popular  operas  of  the  century  and  signalled  a  new  period  of  Roman  comic  opera. 

Paris  Lully  collaborated  with  Benserade  on  Le  carnaval  ou  Mascarade  de  Versailles, 
perf.  at  the  Louvre.  At  Versailles  Lully  and  Quinault  produced  La  grotte  de  Versailles, 
and  to  celebrate  the  peace  of  Aix-la-Chapelle  Louis  XIV  ordered  an  elaborate  i-day 
'Fete  de  Versailles',  which  included  a  perf.  of  George  Dandin,  Moliere  and  Lully's 
come  die-ballet. 

Benigne  de  Bacilly  pubd  Remarques  curieuses  sur  fart  de  bien  chanter. 

Vienna  Cesti's  //  porno  d'oro  (text  by  Sbarra,  sets  by  Burnacini)  perf.  for  the  wedding 
of  Leopold  I,  an  operatic  landmark,  unprecedented  in  its  conception  and  lavish  pro- 
duction (see  Plates  11  and  12). 

1669 

Antonio  Cesti  d  (46,  Florence);  Christopher  Simpson  d  (^64,  London). 
Alessandro  Marcello  b  (Venice);  Louis  Marchand  b  (Lyons). 

Henry  Du  Mont  and  Pierre  Robert  jointly  apptd  compositeur  de  la  musique  de  la  chapelle 
et  de  la  chambre  at  the  French  court. 

Giovanni  Felice  Sances  succeeded  Bertali  as  Kapellmeister  at  the  Habsburg  court. 

Rome  Alessandro  Melani  comp.  L'empio  punito,  the  first  Don  Juan  opera  (on  a  libretto 
by  Acciaiuoli)  for  Cardinal  Colonna. 

Paris  Lully  collaborated  with  Benserade  for  the  last  time,  on  the  Ballet  de  Flore,  perf. 
in  the  Grand  Salon  of  the  Tuileries  palace,  and  with  Moliere  on  Monsieur  de  Pourceaugnac 
at  Chambord. 

Pierre  Perrin  granted,  jointly  with  Robert  Cambert,  Lettres  patentes  to  establish 
468 


Copyrighted  material 


Chronology  1600-1750 

'Academies  d'Opera  ou  representations  en  musique  en  langue  francaise  sur  le  pied  de 
celles  d'ltalie'  [Academie  Royale  de  Musique]. 

167O 

Giovanni  Bononcini  b  (Modena). 

Rome  Cavalli's  Scipione  ajfricano  (1664;  text  by  Minato)  perf.  (with  new  prologue  by 
Stradella)  at  the  opening  by  Queen  Christina  of  Sweden  of  the  Teatro  Tordinona,  the 
1st  public  opera  house  there. 

Paris  Jacques  Champion  de  Chambonnicres  pubd  2  collections  of  harpsichord  pieces. 

Saint-Germain  Moliere  and  Lully  collaborated  for  Carnival  on  Les  amants  magnijiques 
(with  Louis  XIV  dancing,  for  the  last  time  in  a  production,  the  roles  of  Neptune  and 
Apollo),  and  later  on  Le  bourgeois  gentilhomme  at  Chambord  (Lully  played  the  mufti  in 
the  Turkish  ceremony  scene). 

1671 

Tomaso  Giovanni  Albinoni  b  (Venice). 

Paris  The  Academie,  under  the  direction  of  Pierre  Perrin  and  Robert  Cambert,  perf. 
a  pastorale,  Pomone,  in  a  theatre  on  the  site  of  a  tennis  court. 

Lully  and  Moliere  (with  Quinault  and  Pierre  Corneille)  presented  their  only  tragedie- 
ballet,  Psyche,  at  the  Tuilerics  palace,  later  the  basis  for  Lully's  tragedie  lyrique  with 
Thomas  Corneille  and  Fontenelle  (see  1678). 

Saint-Germain  Lully  collaborated  with  Moliere  and  Quinault  on  the  Ballet  des  ballets. 
1672 

Jacques  Champion  de  Chambonnieres  d  (c-jo,  Paris);  Heinrich  Schiitz  d  (87,  Dresden). 

Francesco  Mancini  b  (Naples);  Andre  Cardinal  Destouches  b  (Paris). 

Giovanni  Legrenzi  apptd  maestro  at  the  Mendicanti,  a  Venetian  ospedale. 

Lully  acquired  the  privilege  of  the  Academie  Royale  de  Musique  and,  through  restrictive 
royal  patents,  gained  a  monopoly  for  the  use  of  music  on  the  French  stage.  He  ended 
his  partnership  with  Moliere  and  entered  into  a  new  one  with  Philippe  Quinault  and 
the  machinist  Carlo  Vigarani:  their  1st  production  was  Les  fetes  de  F Amour  et  de  Bacchus, 
perf.  at  a  new  theatre  opposite  the  Palais  du  Luxembourg. 

Moliere  collaborated  with  M.-A.  Charpentier,  presented  revivals  of  La  comtesse  d'Es- 
carbagnas  and  Le  manage  force;  they  were  well  advanced  on  a  new  comedy,  Le  malade 
imaginaire  (see  1673). 

London  The  1st  Theatre  Royal  in  Drury  Lane  burnt  down. 

The  violinist  John  Banister  presented  the  1st  known  concerts,  at  the  Musick-School  in 
White  Fryers,  at  which  admission  was  charged. 

Thomas  Salmon  pubd  An  Essay  to  the  Advancement  of  Mustek,  containing  a  proposal  to 
abolish  clefs. 
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Madrid  Juan  Hidalgo  collaborated  with  Juan  Velez  de  Guevara  on  Los  celos  hacen 
estrellas,  the  earliest  zarzuela  for  which  the  music  survives. 

Andres  Lorente  pubd  a  substantial  Spanish  treatise  on  ecclesiastical  music  in  the  stile 
antico,  based  on  Cerone  (see  1613),  El  porque  de  la  musica. 

1673 

Antonio  Uteres  b  (Arta,  Majorca);  Moliere  1/(51,  Paris). 
Bologna  Giovanni  Maria  Bononcini  pubd  Musko  prattico. 

Paris  Moliere  and  Charpentier  collaborated  on  Le  malade  imaginaire  at  the  Palais  Royal; 
Moliere  took  the  title  role,  but  died  during  the  4th  performance. 

Cadmus  et  Hermioney  Lully  and  Quinault's  1st  tragedie  lyrique,  was  highly  successful. 
Immediately  after  its  opening  Louis  XIV  issued  ordinances  granting  Lully  the  use  of 
the  Palais  Royal  (thereby  displacing  Moliere's  troupe)  and  further  restricting  French 
and  foreign  troupes  (other  than  the  Academie)  from  using  more  than  2  singers  and  6 
instrumentalists. 

London  Matthew  Locke  pubd  Melothesia,  a  collection  of  keyboard  music  which 
includes  the  1st  extant  instructions  for  realizing  a  figured  bass. 

1674 

Giacomo  Carissimi  d  (68,  Rome);  Pelham  Humfrey  d  (^27,  Windsor). 
Reinhard  Keiser  b  (Teuchern). 

Paris  Lully  presented  Alceste  (text  by  Quinault;  see  Plate  4). 

Stockholm  Gustaf  Diiben  pubd  Odae  sveticae,  the  1st  song  collection  with  Swedish 
texts. 

London  The  2nd  Drury  Lane  theatre  opened. 

John  Banister,  G.  B.  Draghi,  James  Hart,  Pelham  Humfrey,  Matthew  Locke  and  Pietro 
Reggio  contributed  music  to  Thomas  ShadwelFs  operatic  version  of  Davenant's  and 
Dryden's  adaptation  of  Shakespeare's  The  Tempest. 

1675 

Evaristo  Felice  Dall'Abaco  b  (Verona). 

Saint-Germain  Lully's  Thesee  (text  by  Quinault)  pcrf.  for  the  king. 

Stettin  J.  G.  Ebeling  pubd  a  history  of  music,  Archaiologia  Orphicae. 

London  Locke  and  Draghi  comp.  the  music  for  Shadwell's  English  imitation  of  Lully's 
tragedie  lyrique,  Psyche. 

At  Whitehall,  Nicholas  Staggins  collaborated  with  John  Crowne  on  Calisto,  or  The 
Chaste  Nymph,  a  court  masque  in  which  oboes  were  assigned  parts  for  the  1st  time  in 
an  English  orchestra,  the  players  having  been  brought  from  France. 
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1676 

Francesco  Cavalli  d  (73,  Venice);  Jacopo  Melani  d  (53,  Pistoia);  Christopher  Gibbons  d 
(61,  London). 

Louis-Nicolas  Clerambault  b  (Paris). 
Saint-Germain  Lully's  Atys  (text  by  Quinault)  perf. 

Frankfurt  and  Leipzig  Johann  Jakob  Walther  pubd  his  virtuoso  Scherzi  da  violino  solo 
con  il  basso  continuo. 

Salzburg  About  this  time,  Biber  comp.  the  scordatura  'Mystery  Sonatas'  for  the 
October  cathedral  services  traditionally  devoted  to  the  Rosary  Mysteries;  engravings  of 
the  Mysteries  are  attached  to  the  MS,  and  one  of  a  guardian  angel  and  a  child  precedes 
the  final  unaccompanied  passacaglia. 

London  Thomas  Mace  pubd  Musick's  Monument,  an  important  source  for  mid-century 
English  music. 

1677 

Robert  Cambert  d  (^50,  London);  Matthew  Locke  d  (^55,  London). 

Antonio  Maria  Bononcini  b  (Modena);  Evrard  Titon  du  Tillet  b  (Paris). 

Rome  Pope  Innocent  XI  banned  theatre  and  opera,  which  precipitated  an  exodus  of 
musicians. 

Saint-Germain  Lully's  Isis  (text  by  Quinault)  perf.  (see  1678). 
1678 

Giovanni  Maria  Bononcini  d  (36,  Modena). 
Antonio  Vivaldi  b  (Venice). 

Louis  XIV  held  a  competition  in  Paris  to  determine  the  4  organists  of  the  Chapelle 
Royale;  the  winners  were  G.  G.  Nivers,  N.-A.  Lebegue,  J.-D.  Thomelin  and  J.-B. 
Butcrne. 

Thomas  Britton  began  holding  weekly  musical  meetings  (free  and  open  to  the  public) 
at  his  house  in  Clcrkenwell  (London),  which  continued  until  his  death  (17 14). 

Venice  The  opera  house  of  S  Giovanni  Grisostomo  opened. 

Paris  Lully  collaborated  with  Thomas  Corneille  and  Fontenelle  on  Psyche  (a  revision 
of  a  tragedie-ballet\  see  167 1);  Quinault  was  temporarily  in  disgrace  at  court  following 
the  indigent  reception  of  Isis  in  1677. 

Hamburg  Church  and  civic  officials,  and  musicians  such  as  Reincken  and  Theile, 
Strungk,  Franck  and  Fortsch,  founded  the  1st  German  opera  company;  the  choice  of 
Theile's  Der  erschaffene,  gefallene  und  auffgerichtete  Mensch  {Adam  und  Eva)  to  inaugurate 
their  1st  season  in  the  Gansemarkt  reflected  their  initial  preference  for  operas  on  biblical 
subjects. 

London  Purcell  comp.  music  for  Shakespeare's  Timon  of  Athens  (adapted  by  Shadwcll). 
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Amsterdam  Carol  us  Hacquart  comp.  music  for  Dirk  Buysero's  play  De  triomfeerende 
min,  which  celebrated  the  Peace  of  Nijmegen;  it  is  considered  the  1st  essay  in  Netherlands 
opera. 

1679 

Jan  Dismas  Zelenka  b  (Lounovice,  Bohemia). 

Johann  Heinrich  Schmelzer  became  the  1st  native  Austrian  Kapellmeister  in  the  17th 
century  to  be  apptd  at  the  Habsburg  court  in  Vienna;  he  died  shortly  thereafter  of 
plague. 

Purcell  succeeded  Blow  as  organist  at  Westminster  Abbey,  London. 

Rome  Alessandro  Scarlatti's  1st  opera,  Gli  equivoci  nel  sembiante  (text  by  Contini),  perf. 

Paris  Lully  collaborated  with  Thomas  Corneille,  Fontenelle  and  Boileau-Despreaux 
on  Bellerophon. 

1680 

Johann  Heinrich  Schmelzer  d  (Prague). 
Jean  Baptiste  Loeillet  b  (Ghent). 

Cristobal  Galan  named  maestro  de  capilla  of  the  Spanish  court  in  Madrid. 

Rome  Christina,  the  former  Swedish  queen,  founded  a  second  music  academy. 

Paris  Lully  resumed  collaboration  with  Quinault,  on  Proserpine,  1st  perf.  at  Saint- 
Germain. 

Hamburg  J.  W.  Franck's  opera  Aeneas,  perf.  at  the  Theater  am  Gansemarkt,  included 
the  earliest  aria  with  trumpet  obbligato. 

London  A  group  of  musicians  commissioned  the  erection  of  the  York  Buildings  in 
Villiers  Street,  about  this  time,  to  be  used  as  a  public  concert  room;  it  remained  in  use 
until  the  1730s. 

Amsterdam  An  opera  house  on  the  Leidse  Gracht  opened  with  P.  A.  Ziani's  Le  fatiche 
a"Ercole  per  Deianira  (1662). 

l68l 

Johann  Mattheson  b  (Hamburg);  Georg  Philipp  Telemann  b  (Magdeburg). 

Lully  apptd  a  secretaire  du  roi\  he  further  secured  his  monopoly  on  musical  dramatic 
entertainment  in  Paris  with  a  royal  ordinance  forbidding  the  Comedie  Francaise  (formed 
when  Moliere's  troupe  amalgamated  with  2  others)  to  employ  professional  singers. 

Christoph  Bernhard  apptd  Kapellmeister  at  the  electoral  court  in  Dresden. 

Rome  Corelli  pubd  his  op.  1  trio  sonatas,  the  1st  of  their  kind. 

Saint-Germain  Lully  collaborated  with  Benserade  and  Quinault  on  a  ballet,  Le  tri- 
omphe  de  f 'amour,  using  women  dancers  for  the  1st  time. 
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Paris  Claude-Francis  Menestrier  described  pcrfs.  of  Italian  operas  and  French  ballets 
in  Des  representations  en  musique  anciennes  et  modernes. 

Frankfurt  am  Main  Andreas  Werckmeister  pubd  his  practical  Orgel-Probe. 

Brussels  The  Opera  du  Quai  du  Foin  (from  1700  Theatre  de  la  Monnaie),  opened  to 
the  public;  its  repertory  included  Lully's  works  and  operas  by  Netherlands  composers. 

1682 

Alessandro  Stradella  d  (murdered,  37,  Genoa). 

Jean-Joseph  Mouret  b  (Avignon). 

Antonio  Draghi  apptd  Ho/kapellmeister  in  Vienna. 

The  acrimonious  'Battle  of  the  Organs'  between  Father  Smith  and  Renatus  Harris  began 
about  this  time  in  London;  it  lasted  6  years. 

Paris  Lully's  Persee  (text  by  Quinault)  perf. 

Salzburg  The  53-part  Missa  salisburgensis  (long  assumed  to  be  by  Orazio  Bencvoli  but 
now  thought  to  be  by  either  Bibcr  or  Hofer)  perf. 

Stuttgart  Johann  Sigismund  Kusser  pubd  Composition  de  musique  suivant  la  methode 
francoise,  incorporating  the  1st  French-styled  overtures  into  German  orchestral  suites. 

1683 

Jean-Philippe  Rameau  b  (Dijon);  Johann  David  Heinichen  b  (Krossuln). 

Louis  XIV  held  a  competition  in  Paris  to  determine  the  4  sous-maitres  of  the  Chapcllc 
Royale:  those  apptd  were  Nicolas  Coupillet,  Pascal  Collasse,  Guillaume  Minoret  and 
Lalande. 

Paris  Lully  comp.  De  profundis;  Phaeton  (text  by  Quinault)  perf.  at  Versailles. 

M.-A.  Charpentier  comp.  Orphee  descendant  aux  enfersy  the  earliest  known  French  cantata 
(which  includes  a  part  for  a  'violon  d'Orphee'),  perf.  at  the  hotel  of  the  Duchess  of  Guise 
in  the  Marais  district. 

The  Mercure  galant  announced  a  'Suite  pour  le  violon  seul  sans  basse'  -  possibly  the 
earliest  work  in  more  than  1  movement  for  unaccompanied  violin  -  by  Johann  Paul  von 
WesthorT. 

London  Purcell  pubd  /  i2]Sonnatas  [sic]  of  III  Parts. 
1684 

Nicola  Amati  d  (87,  Cremona). 
Johann  Gottfried  Walther  b  (Erfurt). 

Alessandro  Scarlatti  apptd  maestro  di  cappella  of  the  Neapolitan  viceregal  court  and 
director  of  the  Teatro  S  Bartolomeo,  where  he  remained  until  1702. 
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All  Roman  musicians  except  papal  singers  bound  by  decree  to  observe  the  statutes  of 
the  Congregazione  dei  Musici,  whose  licence  was  necessary  for  exercising  the  profession 
(see  1624). 

Pierre  Gautier  granted  permission  to  open  an  opera  house  in  Marseilles  to  perform 
Lully's  operas. 

Johann  Kuhnau  apptd  organist  at  the  Thomaskirche,  Leipzig. 

Heinrich  Ignaz  Franz  von  Biber  apptd  Kapellmeister  of  the  Salzburg  court. 

Paris  The  royal  printer  Christophe  Ballard  issued  a  sumptuous  folio  edn  of  grands 
motets  by  Lully,  Henry  Du  Mont  and  Pierre  Robert,  as  well  as  Lully's  6  Motets  a  deux 
choeurs  pour  la  chapelle  du  Roy  and  the  score  of  his  latest  tragedie  lyrique,  Amadis  et 
Gaule  (text  by  Quinault). 

1685 

Juan  Hidalgo  d  (rjo,  Madrid). 

Antonio  Maria  Bernacchi  b  (Bologna);  Domenico  Scarlatti  b  (Naples);  Johann  Sebastian 
Bach  b  (Eisenach);  George  Frideric  Handel  b  (Halle);  John  Gay  b  (Barnstaple). 

Rome  Corelli's  op.  2  (sonate  da  camera)  pubd. 

Paris  Demachy  pubd  the  1st  collection  of  unaccompanied  pieces  de  violes  [sic],  half  in 
tablature,  half  in  staff  notation  (see  1687). 

Versailles  Lully's  Roland  (text  by  Quinault)  perf.;  he  and  Quinault  collaborated  on  Le 
temple  de  la  paix  for  Fontainebleau;  Lully  set  Racine's  text  for  the  Idylle  sur  la  paix  for 
the  court  at  Sceaux.  All  3  works  subsequently  perf.  that  year  at  the  Paris  Opera. 

Vienna  G.  B.  Pederzuoli  comp.  10  accademie  (philosophical  cantatas)  to  texts  by  Minato, 
a  member  of  the  Italian  academy  founded  in  1657. 

London  John  Playford  pubd  The  Division  Violin. 
1 686 

John  Playford  d  (^63,  London). 

Benedetto  Marcello  b  (Venice);  Nicola  Antonio  Porpora  b  (Naples);  Sylvius  Leopold 
Weiss  b  (Breslau). 

Legrenzi  apptd  maestro  di  cappella  at  S  Marco,  Venice. 
Paris  Lully's  masterpiece  Armide  (text  by  Quinault)  perf. 

At  about  this  time  Charpentier  comp.  a  sonata  for  8  instruments  (the  1st  French  sonata) 
and  a  miniature  opera,  Les  arts  florissants,  for  the  italophile  Duchess  of  Guise. 

Marin  Marais  pubd  his  1st  vol.  of  Pieces  de  violes;  the  continuo  part  was  issued  3  years 
later. 

1687 

Jean-Baptiste  Lully  d  (54,  Paris);  Constantijn  Huygens  d  (90,  The  Hague). 
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Francesco  Geminiani  b  (Lucca);  Johann  Georg  Pisendel  b  (Cadolzburg). 

Bologna  Giovanni  Battista  Dcgli  Antoni  pubd  12  Ricercate,  the  earliest  known  printed 
collection  for  solo  cello. 

Paris  Lully's  last  contribution  to  the  French  stage,  one  act  of  Achille  et  Polyxene  (text 
by  Campistron;  prologue  and  Acts  II-V  by  Collasse),  perf.  at  the  Opera. 

Elisabeth-Claude  Jacquet  de  La  Guerre  pubd  her  1st  collection  of  pieces  de  clavecin. 

Jean  Rousseau  pubd  Traite  de  la  violey  the  most  important  viol  treatise  of  the  era;  in  it 
he  criticized  Demachy  (see  1688). 

Hamburg  J.  A.  Reincken  pubd  Hortus  mustcus,  a  collection  of  6  suites  for  2  violins, 
viol  and  continuo. 

Nuremberg  The  chalumeau  mentioned  for  the  1st  time  in  an  inventory  of  instruments 
in  the  Hofkapelle  of  Duke  Heinrich  of  Saxe-Romhild  (see  1690). 

1688 

Carlo  Pallavicino  d  (Dresden). 
Johann  Friedrich  Fasch  b  (Buttelstadt). 

Lyons  The  Academie  Royale  founded  to  perform  tragedies  lyrtques  already  premiered 
in  Paris;  Lully's  Phaeton  was  the  1st  to  be  perf. 

Paris  Charpentier  comp.  David  et  Jfonathas;  when  perf.  at  the  College  de  Clermont  it 
was  interleaved  act  by  act  with  a  Jesuit  drama. 

Following  a  private  exchange  between  viol  players  Jean  Rousseau  and  Demachy,  Rous- 
seau pubd  an  open  letter  to  Demachy  (not  named),  criticizing  his  theories  of  left-hand 
technique. 

Mainz  Johann  Jakob  Walther  pubd  Hortulus  chelicus. 
1689 

Michel-Richard  de  Lalande  apptd  surintendant  de  la  musique  de  la  chambre  at  Versailles. 

Modena  G.  B.  Vitali  pubd  Artifici  musical  1,  60  works  which  systematically  set  forth  a 
method  of  instrumental  counterpoint,  foreshadowing  J.  S.  Bach's  Musical  Offering  by 
58  years  (see  1747). 

Rome  Corelli  pubd  op.  3  trio  sonatas. 

Paris  Pascal  Collasse's  Thetis  et  Pelee  (text  by  Fontenelle),  perf.  by  the  Academie 
Royale  de  Musique,  was  the  only  tragedie  lyrique  by  a  student  of  Lully  to  gain  lasting 
public  approbation. 

J.-B.  Moreau  collaborated  with  Racine  on  Esther  for  perf.  at  the  school  for  young 
noblewomen  at  St  Cyr. 

Jean-Henri  d'Anglebert  pubd  Pieces  de  clavecin,  which  includes  a  short  treatise  on 
accompaniment  and  the  most  comprehensive  table  of  ornaments  of  the  period. 

Versailles  Lalande  comp.  the  1st  version  of  De  profundis. 
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Leipzig  Kuhnau  pubd  the  1st  vol.  of  Neuer  Clavier-Ubung  (2nd  vol.,  1692). 

Copenhagen  Poul  Christian  Schindler  comp.  Der  vereinigte  Gotterstreit,  the  1st  Danish 
opera  (on  a  German  text  by  Burchardt),  for  King  Christian  V's  birthday;  during  the 
2nd  perf.  the  opera  house  caught  fire,  and  many  of  the  audience  died,  including  the 
composer's  wife  and  daughter. 

London  Purcell's  Dido  and  Aeneas,  a  miniature  opera  on  a  text  by  Nahum  Tate,  perf. 
at  Josias  Priest's  Chelsea  School  for  Young  Ladies. 

1690 

Domenico  Gabrielli  d  (^40,  Bologna);  Giovanni  Lcgrenzi  d  (63,  Venice). 

Francesco  Maria  Veracini  b  (Florence). 

Biber  ennobled  by  Emperor  Leopold  I  in  Vienna. 

A  music  fraternity,  the  Societa  S  Cecilia,  founded  in  Venice. 

Paris  Francois  Couperin  issued  Pieces  d'orgue  in  MS  copies  with  engraved  title  pages. 

Berlin  Der  S  cheer  enschleifer,  one  of  the  earliest  Singspiels  whose  title  is  known,  perf. 
for  the  court  (see  1699). 

Dresden  The  Pietist  theologian  Christian  Gerber  pubd  Unerkandte  Sunden  der  Welt, 
with  a  chapter  on  music,  denouncing  its  use  in  the  Protestant  church  (see  1703). 

W.  C.  Printz  pubd  Historische  Beschreibung  der  edelen  Sing-  und  Kling-Kunst,  the  1st 
German  history  of  music. 

Nuremberg  The  clarinet  (derived  from  the  chalumeau)  being  developed  by  Denner. 

Salzburg  Georg  Muffat  pubd  Apparatus  music o-organisticus,  12  organ  toccatas  mixing 
Lullian  and  Corellian  styles. 

London  Purcell's  semi-opera  Dioclesian  (text  by  Dryden)  perf.  at  Dorset  Garden. 

Amsterdam  Sybrand  van  Noordt  pubd  the  1st  known  harpsichord  sonata  comp. 
outside  Italy. 

1691 

Francesco  Feo  b  (Naples). 

Hanover  The  completed  Gartentheater  in  Herrenhausen  became  an  important  venue 
for  court  music  and  is  now  the  oldest  surviving  theatre  in  Germany. 

London  Purcell's  semi-opera  King  Arthur  (text  by  Dryden)  perf.  at  Dorset  Garden. 
1692 

Giuseppe  Tartini  b  (Pirano). 

Paris  Marin  Marais  pubd  the  1st  collection  of  pieces  en  trio;  at  much  the  same  time 
Francois  Couperin,  J.-F.  Rebel,  Sebastien  de  Brossard  and  E.-C.  Jacquet  de  La  Guerre 
were  composing  (though  not  publishing)  italianate  trio  sonatas. 
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Leipzig  Kuhnau  pubd  the  2nd  part  of  Neuer  Clavier-Ubung  (7  suites  and  1  sonata), 
the  earliest  of  its  type  pubd  in  Germany. 

London  Purcell's  semi-opera  The  Fairy  Queen,  based  on  Shakespeare's  A  Midsummer 
Night's  Dream,  perf.  at  Dorset  Garden;  his  ode  Hail,  bright  Cecilia  (text  by  N.  Brady) 
perf.  for  St  Cecilia's  Day. 

P.  A.  Motteux  began  the  monthly  Gentleman's  Journal,  which  ran  for  2  years  and 
included  remarks  on  music  and  a  music  suppl. 

1693 

Johann  Kaspar  Kuril  d  (65,  Munich). 
Vivaldi  was  tonsured  in  Venice. 

Francois  Couperin  apptd  1  of  the  4  organistes  du  roi  at  Versailles. 

Paris  Charpentier's  Medee  (text  by  T.  Corneille),  his  only  tragedie  lyrique,  perf.  by  the 
Academie  Royale  de  Musique  and  pubd  the  following  year. 

Leipzig  N.  A.  Strungk  obtained  electoral  authority  to  open  an  opera  house;  his  Alceste 
(text  by  Fortsch,  after  Quinault)  inaugurated  the  1st  season. 

Nuremberg  J.  P.  Krieger  pubd  12  trio  sonatas  for  violin,  bass  viol  and  continue 

London  John  Lenton  wrote  The  Gentleman's  Diversion,  the  earliest  violin  tutor. 

Edinburgh  Public  concerts  inaugurated. 

Bologna  Isabella  Leonarda  published  a  collection  of  sonatas. 

1694 

Louis-Claude  Daquin  b  (Paris);  Johan  Helmich  Roman  b  (Stockholm). 
Campra  apptd  maitre  de  musique  at  Notre  Dame,  Paris. 
Rome  Corelli's  op.  4  trio  sonatas  pubd. 

Naples  Alessandro  Scarlatti's  //  Pirro  e  Demetrio  (text  by  Morselli)  perf.  at  the  Teatro 
S  Bartolomeo. 

Paris  E.-C.  Jacquet  de  La  Guerre  comp.  a  tragedie  lyrique,  Cephale  et  Procris,  pubd 
and  perf.  by  the  Academie  Royale  de  Musique;  she  was  the  only  woman  to  do  so. 

Charpentier  assisted  Philippe  de  Bourbon  (the  future  regent),  his  pupil,  in  composing 
an  opera,  Philomele,  perf.  at  the  Palais  Royal. 

Michel  l'Affilard  pubd  a  treatise  on  sight-singing  containing  airs  de  mouvement  based  on 
dance  rhythms;  the  5th  edn  (1705)  incorporates  metronomic  indications,  breath  marks 
and  ornamentation,  including  notes  inegales  (see  1705). 

Henry  Purcell  d  (36,  London). 

Pietro  Antonio  Locatelli  b  (Bergamo);  Francois  £tienne  Blanchet  b  (Paris);  Bernhard 
Christoph  Breitkopf,  founder  of  the  Leipzig  publishing  firm,  b  (Klausthal  Harz). 
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Reinhard  Keiser  apptd  director  of  the  Hamburg  Opera. 

Johann  Pachelbel  apptd  organist  at  the  Sebaldkirche,  Nuremberg. 

Jeremiah  Clarke  apptd  organist  at  St  Paul's  Cathedral,  London. 

Perugia  Giovanni  Andrea  Bontempi  pubd  the  1st  history  of  music  in  Italian. 

Rome  The  Teatro  Capranica  (where  opera  and,  later,  comic  opera  were  perf.)  opened 
to  the  public. 

Paris  Pascal  Collasse's  Ballet  des  saisons  (text  by  Abbe  Pic)  was  a  popular  precursor  of 
Campra's  L' Europe  galante  (see  1697). 

Monteclair's  Adieu  de  Tircis  a  Climene,  an  early  precursor  of  the  French  cantata,  appeared 
in  Ballard's  Recueil  d'airs  serieux  et  a  boire. 

Augsburg  Georg  Muffat  pubd  Florilegium  prtmum,  orchestral  suites  prefaced  by  a  precis 
of  the  Lullian  style;  J.  C.  F.  Fischer  pubd  Le  journal  du  printems,  8  French  orchestral 
suites. 

Daniel  Merck  pubd  Compendium  musicae  instrumentalis  Chelicae,  the  1st  German  string 
tutor. 

Danzig  J.  V.  Meder's  Nero  (text  by  Corradi)  was  the  1st  German  opera  perf.  there. 

London  Purcell's  semi-opera  The  Indian  Queen  (text  by  Dryden  and  Howard),  for 
which  Daniel  Purcell  comp.  the  final  masque,  perf.  at  Drury  Lane. 

The  1  st  instruction  book  for  oboe,  The  Sprightly  Companion  (possibly  by  Banister), 
pubd. 

About  this  time  James  Talbot  completed  a  MS  treatise  (Christ  Church,  Oxford,  Music 
MS  1 187)  on  musical  instruments,  compiled  from  interviews  with  London  makers  and 
players. 


1696 

Michel  Lambert  d  (f86,  Paris). 

Ernst  Gottlieb  Baron  b  (Breslau);  Maurice  Greene  b  (London). 
Francois  Couperin  (le  Grand)  granted  a  coat  of  arms  (see  1702). 
Bologna  The  orchestra  at  S  Petronio  disbanded  for  5  years. 

The  run  of  perfs.  at  the  Teatro  Formagliari  of  G.  A.  V.  Aldrovandini's  popular  comic 
opera  Gl'inganni  amorosi  scoperti  in  villa  (text  by  Landi),  in  Bolognese  dialect,  was 
interrupted  by  the  local  church  authorities  who  objected  to  the  doubles  entendres  in  the 
text. 

Naples  Giovanni  Bononcini's  //  trionfo  di  Camilla  (text  by  Stampiglia)  was  the  triumph 
of  the  Carnival  season  (see  1706). 

Paris  Etienne  Loulie  pubd  Elements  ou  prinapes  de  musique. 

Dresden  (and  Leipzig)  W.  C.  Printz  pubd  his  extensive  and  ultimately  highly  influential 
summary  of  music  theory,  Phrynis  Mitilenaeus,  oder  Satyrischer  Componist. 
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Leipzig  Johann  Kuhnau  pubd  Frische  Clavier  Friichte,  oder  sieben  Suonaten,  the  earliest 
pubd  use  of  'sonata'  to  designate  solo  rather  than  ensemble  music. 

London  Purcell's  A  Choice  Collection  of  Lessons  for  harpsichord  or  spinet  pubd  posth. 
1697 

Jean-Marie  Leclair  Paine  b  (Lyons);  Johann  Joachim  Quantz  b  (Oberscheden). 

At  Mme  de  Maintenon's  request,  Louis  XIV  ordered  the  disbanding  of  Moliere's  Italian 
troupe  and  the  Theatre  de  l'Hotel  de  Bourgogne  closed. 

Naples  Alessandro  Scarlatti's  La  caduta  de'  Decemviri  (text  by  Stampiglia)  perf.  at  the 
Teatro  S  Bartolomeo. 

Paris  Campra's  innovative  L% Europe  galante  (text  by  La  Motte)  was  the  1st  opera-ballet 
perf.  at  the  Opera. 

Diisseldorf  Johann  Hugo  von  Wilderer  was  (apparently)  the  1st  to  use  the  viola  d'amore 
in  an  opera,  II  gtorno  di  salute  (text  by  PDemanstein). 

The  Polish  King  August  II,  also  the  Elector  of  Saxony,  set  up  two  chapels  (Warsaw  and 
Dresden);  they  were  united  in  Warsaw  in  1720. 

Weimar  The  opera  house  opened,  directed  by  G.  C.  Strattner. 

London  Thomas  Hickford's  Rooms  in  James  Street  were  first  mentioned  as  a  public 
concert  venue. 

Purcell's  Ten  Sonata's  in  Four  Parts  pubd  posth. 

Amsterdam  Estienne  Roger  started  a  music  printing  business;  he  quickly  became 
known  for  the  quality  of  his  engraved  editions  of  French  and  Italian  music  and  set  up 
a  network  of  foreign  agents  to  sell  them. 

1698 

Bartolomeo  Giuseppe  Guarneri  'del  Gesu'  b  (Cremona);  Antonio  Domenico  Bonaventura 
Trapassi  [Pietro  Metastasio]  b  (Rome). 

Charpentier  apptd  matt  re  de  musique  at  the  Sainte  Chapelle  on  the  lie  de  la  Cite  in  Paris. 

Johann  Joseph  Fux  apptd  court  composer  by  Leopold  I  in  Vienna. 

Antonio  Marques  Lesbio  apptd  mestre  de  capela  of  the  Portuguese  court  in  Lisbon. 

Florence  Bartolomeo  Cristofori  began  building  an  'arpicembalo  chc  fa  il  piano  e  il 
forte'. 

Aschersleben  Andreas  Werckmeister  pubd  Die  nothwendigsten  Anmerckungen  und 
Regeln,  an  important  thoroughbass  manual  notable  for  its  instructions  on  harpsichord 
tuning. 

Augsburg  Giuseppe  Torelli  pubd  his  op.  6  Concerti  musicali,  containing  2  concertos 
for  solo  violin,  among  the  earliest  of  their  kind. 

Kassel  August  Kuhnel  pubd  Sonate  6  partite  for  1  and  2  viols  with  continuo. 
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Passau  Georg  Muft.it  pubd  Florilegium  secundum,  containing  an  important  treatise  on 
bowing  and  ornamentation,  as  well  as  advice  on  performing  ballets  'a  la  francoise'. 

London  A  Variety  of  New  Trumpet  Tunes  Aires  Marches  and  Minuets  pubd,  some  of 
the  earliest  music  for  the  chalumeau. 

1699 

Johann  Adolph  Hasse  b  (nr  Hamburg). 

Antonio  Caldara  apptd  maestro  di  cappella  to  the  last  Duke  of  Mantua,  Ferdinando 
Carlo. 

Paris  Charpentier  probably  comp.  Mass  'Assumpta  est  Maria'. 

£tienne  Loulie  invented  the  sonometre  for  tuning  keyboard  instruments. 

Berlin  A  small  theatre  was  built  in  the  Lietzcnburg  palace  (now  the  Charlottenburg 
palace)  for  perfs.  of  'Wirtschaffen'  (grandiose  entertainments  which  included  Singspiels; 
see  1700). 

Hamburg  Johann  Mattheson's  1st  opera,  Die  Plejades  (text  by  Bressand),  perf. 

Nuremberg  Pachelbel  ded.  his  Hexachordum  Apollinis  jointly  to  F.  T.  Richter  (head 
of  the  South  German  school  of  organ  playing)  and  Buxtehude  (representing  the  North). 

Passau  Georg  Muffat  completed  Regulae  concentuum  partiturae,  an  important  MS 
treatise  on  continuo  practice. 

17OO 

Antonio  Draghi  d  (^65,  Vienna). 

Faustina  Bordoni  b  (Venice);  Giovanni  Battista  Sammartini  b  (Milan)  [or  1701];  Michel 
Blavet  b  (Besancon). 

Johann  Sebastian  Bach  moved  to  Liineburg  to  continue  his  schooling  at  the  Michaelis- 
schule. 

John  Blow  apptd  the  first  Composer  of  the  Chapel  Royal,  London;  John  Eccles  apptd 
Master  of  the  King's  Musick,  London. 

Rome  Corelli  pubd  his  famous  op.  5  sonatas  for  violin  and  continuo,  which  set  the 
standard  throughout  Europe. 

Paris  J.  P.  Freillon  Poncein  pubd  La  veritable  maniere  d'apprendre  a  jouer  en  perfection 
du  hautboisy  the  1st  French  treatise  on  oboe  playing. 

Berlin  Ariosti's  La  festa  del  Himeneo  (text  by  Mauro,  in  collaboration  with  K.  F.  Rieck), 
the  1st  perf.  of  an  Italian  opera,  given  at  the  Lietzenburg  palace  theatre. 

Dresden  Kuhnau  wrote  a  satirical  novel,  Der  musicalische  Quack-Salber,  with  obser- 
vations on  the  social  status  of  German  musicians;  he  also  pubd  Musicalische  Vorstellung 
einiger  biblischer  Historien,  programmatic  keyboard  sonatas  on  Old  Testament  stories. 

London  A  contest  held  to  determine  the  best  dramatic  composer  of  the  day.  The  test 
piece  (which  ended  the  era  of  the  masque)  was  a  setting  of  Congreve's  masque  The 
Judgment  of  Paris:  John  Weldon  won  1st  prize,  John  Eccles  2nd,  Daniel  Purcell  3rd  and 
Gottfried  Finger  4th. 
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I7OI 

Francois  Rebel  b  (Paris);  Johann  Joachim  Agrell  b  (Loth). 
Johann  Kuhnau  elected  Kantor  of  the  Thomaskirche,  Leipzig. 

Naples  Tommaso  de  Mauro's  La  donna  sempre  sappiglia  al  peggio  (text  by  Petris),  an 
early  comic  opera  with  puppets,  perf.  in  the  Largo  del  Castello. 

Paris  Sebastien  de  Brossard  pubd  Dictionnaire  des  termes  grecs,  latins  et  it  aliens,  reissued 
in  1703  as  the  better-known  Dictionnaire  de  musique;  simultaneously  in  Prague  Tomas 
Baltazar  Janovka  pubd  his  music  dictionary,  Claris  ad  thesaurum  magne  artis  musicae. 
These  were  the  1st  of  their  kind.  Joseph  Sauveur  pubd  Principes  d'acoustique  et  de 
musique. 

Monteclair  and  Giuseppe  Fedeli  credited  by  Michel  Corrette  (1741)  with  having  intro- 
duced the  double  bass  at  the  Paris  Opera,  at  about  this  time,  in  Thcobaldo  di  Gatti's 
Scylla. 

1702 

Burkat  Shudi  b  (Schwanden,  Switzerland);  Jose  Nebra  b  (Calatayud). 

Francois  Couperin  apptd  to  the  order  of  Chevalier  de  Latran. 

Giovanni  and  Antonio  Maria  Bononcini  visited  the  Berlin  court. 

Reinhard  Keiser  apptd  director  of  the  Theater  am  Gansemarkt,  Hamburg. 

Georg  Philipp  Telemann  founded  a  student  collegium  musicum  at  the  University  of 
Leipzig  which  gave  regular  public  concerts  (see  1729);  in  the  same  year  he  became 
director  of  the  Leipzig  Opera. 

J.  S.  Bach  competed  for  the  organ  post  at  the  Jakobikirche  in  Sangerhausen,  but  was 
blocked  by  the  Duke  of  Weissenfels  who  intervened,  appointing  an  older  man,  J.  A. 
Kobelius. 

Sebastian  Duron  apptd  maestro  de  capilla  of  the  Spanish  royal  chapel  in  Madrid. 

Paris  Francois  Raguenet  pubd  Parallele  des  italiens  et  des  francois,  en  ce  qui  regarde  la 
musique  et  les  operas,  which  argued  strongly  in  favour  of  Italian  music  (see  1704  and 
1722). 

Charpentier  composed  the  dramatic  motet  Judicium  Salomonis. 

Campra's  tragedie  lyrique  Tancrede  (text  by  Danchet)  perf.  at  the  Paris  Opera. 

Michel  de  La  Barre  pubd  the  1st  suites  for  flute  and  continuo,  modelled  on  those  for 
bass  viol  (1686,  1701)  by  Marin  Marais. 

Saint-Lambert  pubd  Principes  de  clavecin. 
Copenhagen  A  royal  opera  house  was  built. 

Schlackenwerth  J.  C.  F.  Fischer  pubd  Ariadne  musica,  a  collection  of  20  preludes  and 
fugues,  a  forerunner  of  J.  S.  Bach's  Das  wohltemperirte  Clavier  (see  1722). 

Madrid  Joseph  de  Torres  y  Martinez  Bravo  pubd  Reglas  generates  de  acompanar,  the 
1st  Spanish  figured  bass  treatise. 

Diego  Fernandez  de  Huete  pubd  Compendio  numeroso  de  zifras  armonicas,  a  harp  treatise. 
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1703 

Johann  Christoph  Bach  d  (60,  Eisenach);  Samuel  Pepys  d  (70,  London). 

Vivaldi  apptd  maestro  di  violino  at  the  Ospedale  della  Pieta,  Venice. 

J.  S.  Bach  served  for  a  few  months  as  a  violinist  in  the  Weimar  Hofkapelle  before  taking 
up  the  organ  post  at  the  Neukirche  in  Arnstadt. 

Handel  left  Halle  for  Hamburg. 

Prague  Bartolomeo  Bernardi's  opera  Libussa,  on  a  Czech  subject,  perf. 

Tilsit  Georg  Motz  pubd  a  response  (Die  vertheidigte  Kirchen-Music)  to  Christian 
Gerber's  denunciation  of  music  in  the  Lutheran  service  (1690);  it  demonstrated  that 
both  the  Bible  and  the  Lutheran  doctrine  strongly  support  the  use  of  music  in  worship 
services  (see  1708). 

1704 

Francesco  Provenzale  d  (cjS,  Naples);  Marc-Antoine  Charpentier  d  (c$q,  Paris);  Georg 
Muffat  d  (50,  Passau);  Heinrich  Ignaz  Franz  von  Biber  d  (59,  Salzburg). 

Carl  Heinrich  Graun  b  (Wahrenbriick)  [or  1703];  Carlos  de  Seixas  b  (Coimbra). 

Michel-Richard  de  Lalande  apptd  maitre  de  la  chapelle  de  musique  at  Versailles. 

Handel  was  befriended  in  Hamburg  by  Mattheson,  who  found  work  for  him  in  the  opera 
orchestra  and  helped  him  with  his  1st  opera  (see  1705). 

Jeremiah  Clarke  and  William  Croft  apptd  joint  organists  of  the  English  Chapel  Royal. 

Paris  Francois  Duval  pubd  the  1st  collection  of  French  violin  sonatas. 

Brussels  J.  L.  Le  Cerf  de  La  Vieville  pubd  his  3-vol.  Comparatson  de  la  musique  italienne 
et  de  la  musique  francaise  in  response  to  Francois  Raguenet's  criticism  of  French  music 
in  his  1702  Parallele  (see  1722). 

1705 

Farinelli  [Carlo  Broschi]  b  (Andria). 

J.  S.  Bach  walked  from  Arnstadt  to  Liibeck  to  hear  Buxtehude  play. 
Venice  Vivaldi  pubd  his  op.  1  trio  sonatas. 

Paris  Francois  Ragucnct  reiterated  his  views  on  the  relative  merits  of  the  French  and 
Italian  styles  in  Defense  du  Parallele. 

J.-F.  Dandrieu  pubd  some  of  the  earliest  French  trio  sonatas. 

Michel  L'Affilard  became  the  1st  to  provide  metronomic  indications  in  his  music  (5th 
edn  of  Principes  tres-faciles  pour  bien  apprendre  la  musique). 

Hamburg  Reinhard  Keiscr  used  horns  (cors  de  chasse)  for  the  1st  time  in  an  orchestra 
in  his  opera  Octavia  (text  by  Feind). 

Handel's  1st  opera  Almira  (text  by  Feustking  after  Pancieri  with  arias  in  German  and 
Italian)  perf.;  Mattheson  took  a  leading  role. 
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London  Thomas  Clayton's  Arsinoe  (text  by  Stanzani,  transcr.  PMotteux),  the  1st 
completely  sung  Italian-style  opera,  perf.  in  January  by  an  English  cast  at  Drury  Lane 
Theatre;  the  Queen's  Theatre  opened  4  months  later  in  the  Haymarket  with  Jakob 
Greber's  pastoral  opera  Gli  amori  d'Ergasto,  the  1st  completely  sung  in  Italian. 

1706 

Johann  Pachelbel  d  (52,  Nuremberg);  Andreas  Werckmeister  d  (60,  Halberstadt). 
Baldassare  Galuppi  b  (Burano,  nr  Venice);  Giovanni  Battista  [Padre]  Martini  b  (Bologna). 
Rameau  began  a  3-ycar  stay  in  Paris. 
Handel  left  Hamburg  for  Italy. 

Naples  Michelangelo  Faggioli  comp.  La  Cilia  (text  by  Tullio),  the  earliest  privately 
perf.  comic  opera  in  Neapolitan  dialect,  perf.  at  the  end  of  1707  at  the  palace  of  the 
Prince  of  Chiusiano. 

Paris  J.-B.  Morin  pubd  the  1st  collection  of  French  cantatas. 
Rameau  pubd  his  1st  bk  of  Pieces  de  clavecin. 

Vienna  The  chalumeau  1st  heard  in  the  opera  orchestra  (see  1709). 

London  Eccles's  The  British  Enchanters  (text  by  Granville)  signalled  the  end  of  English 
semi-opera. 

Giovanni  Bononcini's  Camilla  (1696)  perf.  with  great  success  in  English  by  an  English 
cast  at  Drury  Lane. 

The  Division  Flute  pubd  (containing  preludes,  unaccompanied  sonata  movements  and 
variations  on  popular  grounds). 

1707 

Dieterich  Buxtehude  d  (c-jo,  Liibeck). 

At  Versailles  the  king's  4  organists  -  N.-A.  Lebegue,  G.  G.  Nivers,  J.-B.  Buterne  and 
Francois  Couperin  -  succeeded  in  crushing  the  powerful  and  corrupt  Confrerie  de  St 
Julien-des-Menestriers  by  acquiring  Lettres  patentes  curtailing  their  activities. 

J.  S.  Bach  married  his  cousin  Maria  Barbara  Bach  and  took  up  the  organ  post  at  the 
Blasiuskirche  in  Muhlhausen. 

Rome  Handel's  1st  oratorio,  //  trionfo  del  Tempo  e  del  Disinganno  (text  by  Pamphili), 
perf.  (see  1737);  later  that  year  his  opera  Rodrigo  (text  by  Silvani)  perf.  in  Florence  at 
the  Teatro  Civico  Accademico  in  the  Via  del  Cocomero. 

Venice  Alessandro  Scarlatti's  //  Mitridate  Eupatore  and  //  trionfo  della  liberta  (both 
texts  by  Roberti)  perf.  during  Carnival  at  the  Teatro  S  Giovanni  Grisostomo. 

Paris  Michel  de  La  Barrc  pubd  the  earliest  trio  sonatas  specifically  for  2  flutes  and 
continuo  (see  Plate  6);  J.-M.  Hotteterre  'Le  Romain'  pubd  the  1st  flute  tutor  (Principes 
de  la  flute  traversiere)y  which  remains  an  important  source  of  tonguing  and  ornamentation. 

Saint-Lambert  pubd  Nouveau  traite  de  l accompagnement . 
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London  Clayton's  Rosamond  (text  by  Addison)  was  the  last  attempt  to  establish  English 
opera  at  Drury  Lane  Theatre. 

1708 

John  Blow  d  (59,  London);  'Father'  Bernard  Smith  d  (c]8,  London). 

J.  S.  Bach  apptd  court  organist  at  Weimar,  where  in  17 14  he  was  promoted  to  Kon- 
zertmeister. 

Rome  Handel's  resplendent  oratorio  La  Resurrezione  (text  by  Capece)  perf.  at  the 
Ruspoli  palace,  with  Corelli  leading  the  orchestra. 

Venice  Francesco  Gasparini  pubd  L'armonico  pratico  al  cimbalo. 

Paris  Elisabeth-Claude  Jacquet  de  La  Guerre  pubd  the  earliest  collection  of  French 
cantatas  on  biblical  subjects. 

Tilsit  Motz  continued  his  attack  on  Gerber  in  Abgendtigte  Fortsetzung  der  vertheidigten 
Kirchen-Music  (see  171 1). 

Vienna  Emperor  Joseph  I  built  a  new  opera  house. 

London  Alessandro  Scarlatti's  opera  Pyrrhus  and  Demetrius  {II  Pirro  e  Demetrio,  1694) 
perf.,  sung  partly  in  English,  partly  in  Italian. 

Barcelona  Antonio  Caldara's  //  piu  bel  nome  (text  by  Pariati)  perf,  thought  to  have 
been  the  1st  Italian  opera  given  in  Spain. 

Lima  Roque  Ceruti's  opera  El  mejor  escudo  de  Perseo  perf.  in  the  gardens  of  the  viceregal 
palace,  with  elaborate  scenery  and  costumes. 


1709 

Giuseppe  Torelli  d  (50,  Bologna);  Pascal  Collasse  d  (40,  Versailles). 

Franz  Benda  b  (Stare  Benatky,  Bohemia);  Franz  Xaver  Richter  b  (Holleschau). 

Agostino  Steffani  apptd  Apostolic  Vicar  of  North  Germany  by  papal  decree;  he  took  his 
seat  in  Hanover. 

Bologna  Giuseppe  Torelli's  op.  8  violin  concertos  pubd  posth. 

Naples  Antonio  Orefice's  Patrb  Calienno  de  la  Costa,  the  1st  comic  opera  {opera  buffa) 
in  Neapolitan  dialect,  perf.  in  public  (see  1707). 

Venice  Giulio  Taglietti  pubd  a  collection  of  concertos  for  4  violins  (op.  8),  predating 
Vivaldi's  op.  3  concertos  by  2  years. 

Paris  Michel  de  La  Barre  pubd  the  1st  suites  for  2  unaccompanied  flutes. 

Vienna  Marc'Antonio  Ziani's  Chilonida  (text  by  Minato),  incorporating  an  air  by 
Emperor  Joseph  I  with  an  ornate  chalumeau  obbligato,  perf.  at  the  Hoftheater. 


1710 

Bernardo  Pasquini  d  (72,  Rome). 
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Giovanni  Battista  Pergolesi  b  (Pergola);  Wilhelm  Friedemann  Bach  b  (Weimar);  Jacob 
Kirckman  b  (Bischwciler);  Thomas  Arne  b  (London). 

Handel  left  Italy  for  Hanover  (where  he  was  made  Kapellmeister),  via  Innsbruck;  then 
to  London  via  Diisseldorf  and  the  Netherlands. 

Bologna  The  Teatro  Marsigli-Rossi  opened  with  L.  A.  Predieri's  La  Partenope  (text 
by  Stampiglia). 

Venice  Handel's  Agrippina  (text  by  Grimani)  perf.  27  times  at  the  Teatro  S  Giovanni 
Grisostomo,  the  highlight  of  the  1709-10  Carnival. 

Paris  Campra  staged  the  1st  full-length  comic  opera-ballet,  Les  fetes  venitiennes  (text  by 
Danchet). 

Clerambault  pubd  Orphee,  destined  to  become  the  most  popular  French  cantata  of  the 
1 8th  century. 

J.-B.  Senaille  pubd  a  collection  of  violin  sonatas  in  the  Italian  style. 

London  Francesco  Mancini's  Idaspe  (text  by  PCandi)  perf.  in  Italian  at  the  Queen's 
Theatre. 

1711 

Jean-Joseph  Cassanea  de  Mondonville  b  (Narbonne);  Ignaz  Holzbauer  b  (Vienna); 
William  Boyce  b  (London). 

Venice  G.  M.  Ruggieri's  comic  opera  Elisa  (text  by  Lalli),  possibly  the  1st  to  be  perf. 
there,  given  at  the  Teatro  S  Angelo. 

Paris  Monteclair  pubd  Methode  facile  pour  apprendre  a  jouer  du  violon,  the  1st  French 
violin  tutor. 

Dresden  Gerber  responded  to  Motz  in  the  preface  of  his  Unerkannte  Wohlthaten  Gottes. 

London  Handel  staged  Rinaldo  (with  music  largely  from  works  written  in  Italy  and  a 
libretto  by  Rossi,  after  Hill,  after  Tasso)  entirely  in  Italian  at  the  Queen's  Theatre; 
Addison  and  Steele  wrote  critically  of  it  in  The  Spectator.  Handel  returned  to  Hanover. 

Amsterdam  Vivaldi's  op.  3  concertos,  L'estro  armonico,  pubd  in  2  vols. 

Mexico  City  The  earliest  known  North  American  opera,  Manuel  de  Zumaya's  La 
Partenope,  perf.  at  the  viceregal  palace. 

1712 

Jean-Jacques  Rousseau  b  (Geneva);  Frederick  II  (Frederick  the  Great)  of  Prussia  b 
(Berlin);  Ludwig  [Louis]  van  Beethoven,  grandfather  of  his  famous  namesake,  b  (Mech- 
elen);  John  Stanley  b  (London). 

Upon  the  accession  of  Emperor  Charles  VI,  Marc'Antonio  Ziani  apptd  Kapellmeister  to 
the  Viennese  court. 

Handel  settled  permanently  to  London. 

Hamburg  B.  H.  Brockes's  Passion  text,  considered  too  modern  for  church  perf.,  was 
nevertheless  pubd  and  set  to  music  by  Kciser  (followed  within  10  years  by  Telemann, 
Handel,  Matthcson,  Stolzel  and  Fasch). 
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Nuremberg  Biber's  scordatura  works  for  2  instruments  and  continuo,  Harmonia  arti- 
ficiosa-ariosa,  pubd  posth. 

London  Handel's  //  pastor  fido  (text  by  Rossi)  perf.  at  the  Queen's  Theatre. 

Madrid  Joaquin  Martinez  de  la  Roca  pubd  the  score  for  Los  desagravios  de  Troya 
(comp.  for  the  birth  of  the  crown  prince),  the  1st  printed  complete  score  of  Spanish 
theatre  music. 

1713 

Arcangelo  Corelli  d  (59,  Rome). 
Pierre  de  Jelyotte  b  (Lasseube). 

Andre  Cardinal  Destouchcs  apptd  inspecteur  general  of  the  Academie  Royale  de  Musique, 
Paris. 

Paris  Francois  Couperin  pubd  his  1st  bk  of  Pieces  de  clavecin. 

Hamburg  Johann  Mattheson  pubd  Das  neu-eroffnete  Orchestre  as  a  guide  to  the  'galant 
hommc'  (sec  1716). 

Vienna  Maria  Margherita  Grimani  became  the  1st  woman  composer  to  have  an  opera, 
Pallade  e  Marte,  perf.  at  the  Hoftheater. 

London  Handel  comp.  the  Jubilate  and  Te  Deum  for  the  celebrations  of  the  Peace  of 
Utrecht  at  St  Paul's;  Teseo  (text  by  Haym  after  Quinault)  perf.  at  the  Queen's  Theatre, 
and  Silla  (text  by  Rossi)  at  Burlington  House. 

William  Croft  became  the  1st  Oxford  graduate  in  music  (DMus)  by  submitting  2  odes, 
pubd  2  years  later  as  Musicus  apparatus  academicus. 

I714 

Atto  Melani  d  (f88,  Paris);  Philipp  Heinrich  Erlebach  d  (56,  Rudolstadt);  Thomas 
Britton  d  (70,  London). 

Niccolo  Jommelli  b  (nr  Naples);  Carl  Philipp  Emanuel  Bach  b  (Weimar);  Christoph 
Willibald  Gluck  b  (Erasbach,  Upper  Austria). 

At  the  very  end  of  the  year,  Domenico  Scarlatti  succeeded  Tommaso  Baj  as  maestro  of 
the  Cappella  Giulia. 

Geminiani  arrived  in  London. 

Lalande  acquired  the  final  semester  of  the  post  of  sous-mattre  at  the  Chapelle  Royale  at 
Versailles. 

Rome  Corelli's  op.  6  concerti  grossi  pubd  posth.;  their  1st  London  perf.  was  organized 
by  J.  B.  Loeillet  (see  1726). 

Paris  J. -J.  Mouret  comp.  the  1st  lyric  comedy,  Le  mariage  de  Ragonde  et  de  Colin  (which 
predates  Rameau's  Platee  by  30  years),  perf.  at  the  Duchess  of  Maine's  'Grandes  Nuits 
de  Sceaux'. 

Weimar  J.  S.  Bach  embarked  on  his  1st  cycle  of  sacred  cantatas. 
486 

Copyrighted  material 


Chronology  1600- 1750 

Telemann  stood  as  godfather  to  C.  P.  E.  Bach. 

London  The  Queen's  Theatre  in  the  Haymarket  renamed  the  King's  Theatre  with  the 
accession  of  George  I. 

Amsterdam  Vivaldi's  op.  4  solo  violin  concertos,  La  stravaganza,  pubd  in  2  vols. 
1715 

Jacques  Duphly  b  (Rouen);  Georg  Christoph  Wagenseil  b  (Vienna);  Johann  Gottfried 
Bernhard  Bach  b  (Weimar). 

J.  J.  Fux  succeeded  Marc' Antonio  Ziani  as  Hojlapellmeister  in  Vienna. 

The  Philharmonica  Club  (known  as  the  Castle  Society  from  1724)  founded  by  Maurice 
Greene  and  Talbot  Young  in  London. 

Francesco  Costa  e  Silva  apptd  mestre  de  capela  at  Lisbon  Cathedral. 

Cremona  Antonio  Stradivari  made  the  'Alard',  one  of  his  best-known  violins. 

Naples  Alessandro  Scarlatti's  //  Tigrane  (text  by  Lalli)  perf.  at  S  Bartolomeo. 

Paris  Jacques  Bonnet  pubd  Histoire  de  la  musique  et  de  ses  effets  depuis  son  origine  jusqua 
present,  the  work  of  his  brother  and  uncle;  later  cdns  incorporated  Le  Cerf  de  La 
Vieville's  Comparaison  (see  1704). 

London  Handel's  Amadigi  di  Gaula  (text  by  Haym)  perf.  at  the  King's  Theatre. 
John  Watts  compiled  the  1st  children's  hymnal. 

The  Three  Choirs  Festival  (Gloucester,  Hereford  and  Worcester)  founded,  about  this 
time. 

1716 

Felice  de'  Giardini  b  (Turin). 

Paris  The  Opera-Comique  opened  in  the  Foire  St  Laurent. 

The  regent  established  the  Nouvcau  Theatre  Italien  at  the  Palais  Royal,  with  J.-J. 
Mouret  as  the  chief  composer  (1717-38);  the  Comedie-Italienne  was  recalled  to  Paris, 
where  they  performed  at  the  Hotel  de  Bourgogne  (see  172 1). 

The  Academic  Royale  de  Musique,  with  the  regent's  permission,  sponsored  all-night 
public  masked  balls  at  the  Palais  Royal. 

Erfurt  J.  H.  Buttstett  pubd  an  attack  on  Matthcson's  Das  neu-eroffnete  Orcheslre  (1713) 
entitled  Ut,  mi,  sol,  re,  fa,  la  tola  musica  et  harmonia  aeterna  (see  1717). 

Amsterdam  Vivaldi  pubd  his  op.  5  sonatas  for  1  and  2  violins  and  his  op.  6  Concert i 
a  5  stromenti  (a  2nd  collection,  op.  7,  pubd  the  following  year). 

1717 

Matthias  Georg  Monn  b  (Austria);  Johann  Wenzel  Anton  Stamitz  b  (Nemecky-Brod, 
Bohemia). 
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Francois  Francoeur  apptd  leader  of  the  Vingt-quatre  Violons  at  Versailles. 

Francois  Couperin  finally  inherited  J.-B.-H.  D'Anglebert's  post  as  ordinaire  de  la  chambre 
pour  le  clavecin,  after  deputizing  for  him  since  1700  (see  1730). 

J.  S.  Bach  apptd  Kapellmeister  at  Prince  Leopold's  court  at  Anhalt-Cothen,  having  been 
dismissed  in  disgrace  by  his  Weimar  employer  Duke  Wilhelm  Ernst,  following  a  month's 
imprisonment. 

Handel  took  up  residence  at  Cannons,  Edgware,  where  he  served  James  Brydges  (later 
Duke  of  Chandos)  for  the  next  2  years. 

Rome  The  Teatro  delle  Dame  was  built  for  opera  seria. 

Paris  Francois  Couperin  pubd  2nd  bk  of  Pieces  de  clavecin,  which  included  a  satirical 
programme  suite  immortalizing  the  Confrerie,  or  company  of  menestrUrs:  'Les  fastes  de 
la  grande  et  ancienne  Mxnxstrxndxsx';  he  also  pubd  his  definitive  treatise  on  keyboard 
playing,  L'art  de  toucher  le  clavecin. 

Dresden  Louis  Marchand  failed  to  meet  J.  S.  Bach  in  the  contest  of  harpsichord  skills 
organized  by  the  Konzertmeister  J .  B.  Volumier. 

Hamburg  Mattheson  demolished  Buttstett's  arguments  (17 16)  in  Das  beschutzte 
Or  chest  re  (see  17 18). 

Weimar  J.  S.  Bach  completed  the  Orgelbiichlein  before  his  dismissal. 

London  Handel's  Water  Music  perf.  on  a  barge  on  the  River  Thames  for  King  George 
I,  an  occasion  that  marked  the  entry  of  French  horns  into  English  music. 


1718 

Friedrich  Wilhelm  Marpurg  b  (Seehof,  Brandenburg). 
Maurice  Greene  apptd  organist  at  St  Paul's  Cathedral,  London. 

Florence  The  Teatro  della  Pergola  reopened  with  Vivaldi's  Scanderbeg  (text  by  Salvi). 

Heidelberg  The  Dusseldorf  and  Innsbruck  chapels  were  merged  when  the  Palatine 
court  moved  here  with  the  new  Elector  Carl  Philipp;  by  1720  the  court  was  established 
at  Mannheim. 

Erfurt  Buttstett  pubd  his  final  response  to  Mattheson's  latest  attack  (1717)  in  Der  wider 
das  Beschutzte  Orchestre  ergangenen  offentlichen  Erkldrung. 

Leipzig  and  Halle  Telcmann  pubd  his  edn  of  6  violin  concertos  by  Johann  Ernst  of 
Weimar. 

Outside  London  Handel's  Acis  and  Galatea  (text  by  Gay  and  others)  and  his  1st  version 
of  the  oratorio  Esther  (text  by  Pope  and  Arbuthnot)  perf.  at  the  Duke  of  Chandos's 
residence  at  Cannons,  Edgware  (see  1732). 

1719 

Joachim  Tielke  d  (77,  Hamburg);  Arp  Schnitger  1/(71,  Neuenfelde). 
Leopold  Mozart  b  (Augsburg);  John  Hawkins  b  (London). 

488 


Copyrighted  material 


Chronology  1600-1750 

Giovanni  Bononcini  invited  to  become  a  composer  for  the  new  Royal  Academy  of  Music 
in  London,  under  Handel's  direction  (see  1720). 

Francois  Colin  dc  Blamont  apptd  surintendant  de  la  musique  de  chambre  at  Versailles. 

Venice  G.  M.  Orlandini's  comic  intermezzo  II  marito  giocatore  perf.  at  the  Teatro  S 
Angelo;  as  Serpilla  e  Bacocco  it  is  thought  to  have  been  the  most  frequently  perf.  musical 
drama  in  the  18th  century. 

Paris  J.-M.  Hotteterre  pubd  L'art  de  preluder,  an  important  source  of  French  per- 
forming practice. 

Abbe  Dubos  pubd  Reflexions  critiques  sur  la  poesie,  la  peinture  et  la  musique,  in  which  he 
proclaimed  music  and  painting  to  be  superior  to  poetry  at  conveying  meaning. 

Dresden  Antonio  Lotti's  Giove  in  Argo  (1717,  text  by  Luchini)  inaugurated  the  Hof- 
theater. 

Leipzig  About  this  time,  the  firm  of  Breitkopf  &  Hartel  established  to  print  and  publish 
music. 

1720 

Johann  Friedrich  Agricola  b  (Saxe-Altenburg). 

Domenico  Scarlatti  accepted  a  post  at  the  Lisbon  court;  Carlos  de  Seixas  apptd  organist 
of  the  Portuguese  royal  chapel. 

Venice  Benedetto  Marcello  pubd  //  teatro  alia  moda,  a  satire  on  Italian  opera  which 
became  widely  known. 

Cothen  J.  S.  Bach  completed  the  Clavier-Buchlein  for  his  eldest  son,  W.  F.  Bach,  and 
made  fair  copies  of  the  violin  partitas  (see  1725). 

Donauwdrth  (Bavaria)  At  about  this  time  Jakob  Hochbrucker  invented  the  single- 
action  pedal  harp. 

Leipzig  The  Opera  closed  down. 

London  The  Royal  Academy  opened  its  1st  season  in  the  King's  Theatre  with  Giovanni 
Porta's  Numitore  (text  by  Roll i )  and  Handel's  Radamisto  (text  by  Haym);  later  in  the 
year  the  2nd  season  opened  with  Giovanni  Bononcini's  Astarto  (text  by  Rolli). 

1721 

Johann  Philipp  Kirnberger  b  (Saalfeld). 

J.  S.  Bach  married  his  2nd  wife,  Anna  Magdalena  Wilcke,  who  ultimately  bore  him  13 
children. 

Telemann  was  invited  by  the  city  of  Hamburg  to  become  Kantor  of  the  Johanneum  and 
music  director  of  the  city's  5  main  churches. 

Venice  Benedetto  Marcello  pubd  //  flagello  dei  musici,  a  further  satire,  on  castrato 
singers. 

Paris  The  Comedie-Italienne  took  over  the  Foire  St  Laurent  and  in  1723  changed  its 
name  to  the  Comediens  du  Roi;  it  merged  with  the  Opera-Comique  in  1762  (see  1716). 
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Cothen  J.  S.  Bach  completed  the  autograph  presentation  copy  of  the  6  Concertos 
(dated  24  March)  for  Margrave  Christian  Ludwig  of  Brandenburg  in  Berlin. 

Hamburg  Telemann's  light  opera  Der  geduldige  Socrates  (adapted  from  Minato)  was 
enthusiastically  received  (see  1722). 

Leipzig  Johann  Kuhnau's  St  Mark  Passion  (lost)  was  the  1st  to  be  perf.  there. 

G.  E.  Scheibel  pubd  Zufallige  Gedancken  von  der  Kirchenmusic,  in  which  he  promoted 
the  value  of  music  in  Protestant  church  services  and  in  particular  the  theatrical  style  and 
parody;  he  also  urged  the  admission  of  women  into  church  choirs. 

London  Giovanni  Bononcini  and  Handel  collaborated  with  Amadei  on  Muzio  Scevola 
(text  by  Rolli)  for  the  Royal  Academy. 

1722 

Johann  Kuhnau  d  (62,  Leipzig);  Johann  Adam  Rcincken  d  (99,  Hamburg). 
Pietro  Nardini  b  (Livorno);  Georg  Benda  b  (Stare  Benatky,  Bohemia). 
Ramcau  settled  permanently  in  Paris. 
Telemann  apptd  music  director  of  the  Hamburg  Opera. 

Rome  Filippo  Bonanni  pubd  Gabinetto  armonico  pieno  d'istromenti  sonori  indicati  e 
spiegati,  despite  its  inaccuracy  one  of  the  primary  documents  for  the  history  of  18th- 
century  instruments. 

Paris  Francois  Couperin  pubd  the  Concerts  royaux  with  the  3rd  bk  of  harpsichord 
pieces. 

Rameau  pubd  Traite  de  Charmonie  (Eng.  trans.,  1737). 

Cothen  The  1st  vol.  of  J.  S.  Bach's  Das  wohltemperirte  Clavier  appeared. 

Hamburg  Mattheson  founded  Critica  musica,  the  1st  periodical  devoted  entirely  to 
music;  the  1st  issue  contains  his  German  translations  of  Francois  Raguenet's  Par  allele 
des  italiens  et  des  francois  (1702)  and  J.  L.  Le  Cerf  de  La  Vieville's  reply  in  the 
Comparaison  (1704-6). 

1723 

Carlo  Francesco  Pollarolo  d  (rj°>  Venice). 

Carl  Friedrich  Abel  b  (Cothen);  Pascal-Joseph  Taskin  b  (nr  Liege). 

Nicolas  Bernier,  Andre  Campra  and  C.-H.  Gervais  assumed  three-quarters  of  the  sous- 
maitre  post  at  the  Chapelle  Royale,  Versailles,  formerly  monopolized  by  Lalande. 

J.  S.  Bach  apptd  Kant  or  and  director  musices  of  the  Thomaskirche,  Leipzig,  posts  he 
held  until  his  death. 

Bologna  P.  F.  Tosi  pubd  his  influential  Opinioni  de'  cantori  antichi  e  moderni. 

Paris  Over  100  stage  works  were  perf.  at  the  Palais  Royal,  including  13  tragedies  en 
musique  and  the  1st  ballet-heroique^  F.  C.  de  Blamont's  Les  festes  grecques  et  romaines  (text 
by  Fuzelier). 
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Leipzig  J.  S.  Bach's  Magnificat  (earlier,  E  flat  major  version)  perf.  as  part  of  the 
Christmas  Vespers  music  at  the  Thomaskirchc. 

Prague  For  the  coronation  celebrations  of  Emperor  Charles  VI  as  King  of  Bohemia, 
Caldara  conducted  distinguished  musicians  (e.g.  C.  H.  Graun,  Quantz,  Weiss  and 
Zelenka)  in  Fux's  Costanza  e  Fortezza  (text  by  Pariati;  see  Plate  13);  J.  D.  Zelenka 
contributed  a  Melodrama  de  Sancto  Wenceslao  for  the  occasion. 

London  Handel's  Ottone  (text  by  Haym,  after  Pallavicino),  marking  Francesca  Cuz- 
zoni's  London  debut,  and  Flavio  (text  by  Haym)  perf.  by  the  Royal  Academy  at  the 
King's  Theatre. 

1724 

Renatus  Harris  d  (C72,  PBristol). 

Naples  D.  N.  Sarro  comp.  the  1st  setting  of  a  major  Metastasis  libretto,  Didone 
abbandonata,  for  S  Bartolomeo. 

Paris  The  Opera-Comique  returned  to  the  Foire  St  Germain  (see  1744). 

Francois  Couperin  pubd  Les  gouts-reiinisy  which  included  Le  Parnasse,  ou  Vapotheose  de 
Corelli. 

Rameau  pubd  Pieces  de  clavecin  avec  une  methode  pour  la  mechanique  des  doigts. 

Jena  C.  G.  Schroter  lectured  on  Mattheson's  Neu-eroffnete  Orchestre  (17 13)  and  the 
mathematical  basis  of  music  theory  (see  1737/Leipzig);  he  also  founded  a  university 
collegium  musicum. 

Leipzig  J.  S.  Bach  embarked  on  his  2nd  cantata  cycle;  he  completed  the  Sanctus  of 
the  B  Minor  Mass  (see  1733);  and  on  Good  Friday  his  St  John  Passion,  his  1st  large- 
scale  work,  was  1st  perf.  at  the  Nicolaikirche. 

Prague  At  his  private  theatres  at  Kuks  and  Prague  Count  Franz  Anton  Sporck  spon- 
sored regular  perfs.  (until  1738)  by  a  Venetian  opera  troupe  led  by  Antonio  Denzio. 

Vienna  Caldara's  Euristeo  (text  by  Zeno)  perf.  by  members  of  the  Habsburg  family 
and  the  nobility  under  the  direction  of  Emperor  Charles  VI  from  the  keyboard. 

London  Handel's  Giulio  Cesare  in  Egitto  and  Tamerlano  (texts  by  Haym)  perf.  at  the 
King's  Theatre. 

The  masonic  musical  society  (Philo  Musicae  et  Architecturae  Societas)  met  at  the 
Queen's  Head  Tavern  (until  1727). 

1725 

Alessandro  Scarlatti  d  (65,  Naples);  Johann  Philipp  Krieger  d  (75,  Weissenfels). 

Claude  Rameau  (brother  of  J.-P.  Rameau)  founded  an  Academie  de  Musique  (which 
flourished  until  1738)  in  Dijon. 

Anne  Danican  Philidor  inaugurated  the  Concert  Spirituel  at  the  Salle  des  Suisses  of  the 
Tuileries  palace  in  Paris,  which  continued  until  1791;  in  an  early  concert  the  audience 
heard  the  contrasting  playing  styles  of  the  Italian  violinist  J.-P.  Guignon  and  the  French 
violinist  'Baptiste'  Anet. 

The  Caecilienbrtiderschaft  was  founded  in  Vienna. 
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Paris  Francois  Couperin  pubd  Concert  instrumental  sous  le  titre  d*  Apothcose  compose  a 
la  memoir e  immortelle  de  1' incomparable  Monsieur  de  Lully. 

Hamburg  Telemann  comp.  Pimpinone,  a  comic  intermezzo,  which  anticipated  the  buffo 
style  of  Pergolesi's  La  serva  padrona  by  8  years;  he  also  began  pub.  a  collection  of  sacred 
cantatas  {Harmonischer  Gottes-Dienst)  for  1  voice,  an  instrument  and  continuo. 

Leipzig  J.  S.  Bach  compiled  the  2nd  Clavierbuchlein  for  Anna  Magdalena. 

Vienna  Fux  pubd  his  influential  counterpoint  treatise  Gradus  ad  Parnassum  (see  1742). 

London  Handel's  Rodelinda  (text  by  Haym)  perf.  at  the  King's  Theatre. 

Amsterdam  Vivaldi's  2-vol.  //  cimento  delTarmonia  e  delfinventione,  op.  8,  containing 
'The  Four  Seasons',  issued. 

Russia  Empress  Anna  Ivanova  imported  a  Janissary  band  (from  Constantinople). 
1726 

Michel-Richard  de  Lalande  d  (68,  Versailles). 

Francois-Andre  Danican  Philidor  b  (Dreux);  Charles  Burney  b  (Shrewsbury). 

Johann  Joachim  Quantz  arrived  in  Paris  and  had  a  2nd  key  added  to  his  flute;  he  stayed 
7  months. 

The  Academy  of  Vocal  Music  was  founded  in  London  by  13  musicians,  including 
Greene,  Croft,  Pepusch,  Giovanni  Bononcini  and  Geminiani;  Agostino  Steffani  was 
elected  president  the  following  year  (see  1731). 

Paris  The  Concert  Italien  founded. 

Francois  Couperin  pubd  Us  nations,  his  beautifully  polished  sonata-suites  for  4  instru- 
ments, in  partbooks. 

Rameau  pubd  Nouveau  systeme  de  musique  theorique. 

Dresden  G.  A.  Ristori's  Calandro  (text  by  Pallavicino),  the  1st  opera  buffa  comp.  in 
Germany,  perf.  at  court  (see  1731). 

London  Handel's  Scipione  and  Alessandro  (both  on  texts  by  Rolli)  staged  at  the  King's 
Theatre. 

Geminiani  pubd  his  concerto  grosso  arrangements  of  Corelli's  op.  5  sonatas. 
1727 

William  Croft  d  (48,  Bath). 

Tommaso  Traetta  b  (Bitonto,  nr  Bari);  Claude-Benigne  Balbastre  b  (Dijon);  Armand- 
Louis  Couperin  b  (Paris). 

A.  D.  Philidor  founded  the  Concert  Francais;  J.-J.  Mouret  organized  its  performances 
of  French  cantatas  until  1730. 

Andre  Cardinal  Destouches  apptd  maitre  de  musique  de  la  chambre  at  the  court  at 
Versailles. 

Quantz  spent  10  weeks  in  London. 
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Faustina  Bordoni  and  Francesca  Cuzzoni  came  to  blows  on  stage  during  a  perf.  (attended 
by  the  Princess  of  Wales)  of  Giovanni  Bononcini's  Astianatte. 

Paris  Michele  Mascitti  became  the  1st  in  France  to  publish  string  concertos. 

J.-B.  Boismortier  purloined  the  term  'concerto'  for  his  op.  1 5  unaccompanied  pieces  for 
5  flutes  (see  1729). 

Evrard  Titon  du  Tillet  pubd  Description  du  Parnasse  Francois,  which  contains  the  1st 
biographies  of  French  composers  other  than  Lully  (see  1732). 

Leipzig  An  early  version  of  J.  S.  Bach's  St  Matthew  Passion  perf.  on  Good  Friday  (see 
1736);  his  Trauer  Ode  (Cantata  198)  perf.  at  a  university  memorial  service  for  Electress 
Christiane  Eberhardine  (wife  of  August  the  Strong). 

Nuremberg  Ernst  Gottlieb  Baron  pubd  Historisch-theoretisch  und  practische  Unter- 
suchung  des  Instruments  der  Lauten. 

Vienna  Kilian  Reinhardt,  the  court  Konzertmeister,  completed  Rubriche  generali,  a 
treatise  on  the  musical  practices  of  the  imperial  chapel. 

London  Handel's  Admeto  (text  by  Aureli)  and  Riccardo  Primo  (text  by  Rolli)  perf.  at 
the  King's  Theatre;  he  comp.  4  coronation  anthems  for  George  II. 

Amsterdam  Vivaldi's  solo  violin  concertos,  La  cetra,  pubd. 
I728 

Agostino  Steffani  d  (73,  Frankfurt);  Marin  Marais  d  (72,  Paris). 

Niccolo  Piccinni  b  (Bari);  Johann  Adam  Hiller  b  (Wendisch-Ossig). 

Jean-Marie  Leclair  Paine  and  Pietro  Antonio  Locatelli  perf.  together  at  the  Kassel  court; 
their  contrasting  styles  of  playing  were  remarked  upon  by  J.  W.  Lustig,  who  described 
Leclair  as  an  angel  and  Locatelli  a  devil. 

Quantz  became  the  future  Frederick  the  Great's  flute  teacher  (see  1741). 

Matthew  Dubourg  apptd  Master  and  Composer  of  State  Music  in  Ireland. 

Paris  Francois  Couperin  pubd  his  only  collection  of  pieces  de  violes  [sic]. 

Dresden  J.  D.  Heinichen  pubd  Der  General-Bass  in  der  Composition  (an  expanded 
version  of  a  171 1  treatise). 

Hamburg  Mattheson  pubd  Der  musicalischer  Patriot,  describing  the  Hamburg  Opera 
and  listing,  year  by  year,  the  operas  in  repertory,  attributing  its  collapse  to  deteriorating 
public  taste. 

Tclemann  pubd  an  anthology  of  vocal  and  instrumental  chamber  music  by  himself  and 
13  other  composers  (Der  getreue  Music-Meister). 

London  Handel's  Siroe  and  Tolomeo  (both  texts  by  Haym)  perf.  at  the  King's  Theatre. 
The  Royal  Academy  was  dissolved  after  the  performance  of  Admeto  on  1  June. 

The  Hon.  Roger  North  appended  excerpts  of  his  MS  'Memoires  of  Musick'  to  The 
Musicall  Grammarian. 
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Pepusch's  and  Gay's  ballad  opera  The  Beggar  5  Opera  perf.  in  Dublin  at  the  Smock 
Alley  Theatre  and  in  London  at  Lincoln's  Inn  Fields. 

Amsterdam  Tartini's  Set  concern  a  5  pubd. 
1729 

Elisabeth-Claude  Jacquet  de  La  Guerre  d  (cbz,  Paris);  Johann  David  Heinichen  d  (46, 
Dresden). 

Giuseppe  Sarti  h  (Faenza);  Antonio  Soler  h  (Olot);  Pierre-Alexandre  Monsigny  b  (nr  St 
Omer);  Florian  Leopold  Gassmann  h  (Briix,  Bohemia). 

J.  S.  Bach  took  ov  er  direction  of  the  Leipzig  collegium  musicum  (remaining  until  1737). 
His  son  W.  F.  Bach  invited  Handel  (visiting  his  mother  at  Halle)  to  meet  J.  S.  Bach, 
but  he  was  unable  to  accept. 

Handel  and  J.  J.  Heidegger  launched  the  Second  Academy  at  the  King's  Theatre, 
London. 

Despite  his  blindness,  John  Stanley  (b  1712)  became  the  youngest  person  ever  to  gain 
an  Oxford  BMus. 

Pietro  Antonio  Locatelli  made  Amsterdam  his  permanent  home. 

Domenico  Scarlatti  left  Lisbon  and  settled  in  Seville,  where  the  Spanish  court  was  in 
residence. 

Paris  F.  C.  de  Blamont  pubd  a  posth.  edn  of  40  grands  motets  by  Lalande,  together 
with  a  biography  of  him. 

J.-B.  de  Boismortier  pubd  the  1st  solo  concerto  (op.  26,  for  cello,  viol  or  bassoon)  by  a 
native  French  composer. 

At  much  this  time,  Rameau  pubd  Nouvelles  suites  de  pieces  de  clavecin. 

London  Handel's  Lotario  (text  by  Salvi)  perf.  at  the  King's  Theatre. 

Gay  was  blocked  from  presenting  his  sequel  {Polly)  to  The  Beggar  s  Opera. 

John  Watts  began  publishing  the  1st  of  6  vols,  of  The  Musical  Miscellany,  the  most 
significant  pocket  songbook  of  its  day. 

1730 

Alessandro  Grandi  d  (?44,  Bergamo);  Leonardo  Vinci  d  (^40,  Naples);  Jean  Baptiste 
[John]  Loeillet  d  (49,  London). 

Antonio  Sacchini  b  (Florence). 

Francois  Couperin  ceded  his  post  as  ordinaire  de  la  chambre  pour  le  clavecin  to  his 
daughter,  Marguerite- Antoinette,  the  1st  woman  to  hold  such  a  position  at  court. 

Johann  Adolf  Hasse  apptd  Kapellmeister  at  Dresden. 

Paris  Francois  Couperin  pubd  his  4th  bk  of  harpsichord  pieces. 

Dresden  Hasse's  Artaserse  (text  by  Metastasio)  perf.  during  the  Carnival. 
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Hamburg  Telemann  pubd  his  Quadri  for  flute,  violin,  bass  viol  or  cello  and  continue 

Leipzig  J.  C.  Gottsched  rejected  opera  as  a  literary  form  in  his  influential  Versuch  einer 
critischen  Dichtkunst  jtir  die  Deutschen.  His  pupils  Mizler  and  Scheibe  turned  against 
him  in  their  journals,  the  Musikalische  Bibliothek  and  the  Critischer  Musikus. 

London  Handel's  Partenope  (text  by  Stampiglia)  perf.  at  the  King's  Theatre;  about 
this  time  he  pubd  his  op.  1  sonatas  for  treble  instrument  and  continuo  and  his  op.  2  trio 
sonatas. 

1731 

Bartolomeo  Cristofori  d  (75,  Florence). 
Christian  Cannabich  b  (Mannheim). 
J.  A.  Hasse  married  Faustina  Bordoni. 

J.  S.  and  W.  F.  Bach  attended  the  1st  performance  of  Hasse's  Cleofide  at  Dresden. 

Johan  Helmich  Roman  introduced  the  1st  public  concerts  in  Stockholm  at  the  Rid- 
darhuset;  both  amateur  and  court  musicians  participated. 

The  Academy  of  Vocal  Music  in  London  became  the  Academy  of  Ancient  Music  (its 
origins,  however,  may  go  back  as  far  as  17 10). 

Michael  Festing  and  Maurice  Greene  formed  the  Society  of  Apollo,  at  Temple  Bar. 

Paris  The  hurdy-gurdy  heard  for  the  1st  time  at  the  Concert  Spirituel  in  a  Christmas 
perf.  of  a  suite  d'airs  de  noels,  which  were  so  popular  that  they  were  repeated  the  next  2 
years. 

Hamburg  Mattheson  pubd  Grosse  General-Bass-Schuley  giving  instructions  on  how  to 
improvise  from  a  given  bass;  4  years  later  he  pubd  a  sequel  (Kleine  . . . ),  giving  directions 
for  accompanying  from  a  thorough  bass. 

Leipzig  The  1st  part  of  J.  S.  Bach's  Clavier-Ubung  appeared  (see  1735). 
London  Handel's  Poro  (text  by  Metastasio)  perf.  at  the  King's  Theatre. 
Moscow  G.  A.  Ristori's  Calandro  (1726)  was  the  1st  Italian  opera  perf.  there. 

1732 

Louis  Marchand  d  (63,  Paris);  John  Gay  d  (47,  London). 

Johann  Christoph  Friedrich  Bach  b  (Leipzig);  Franz  Joseph  Haydn  b  (Rohrau,  Lower 
Austria). 

Florence  Lodovico  Giustini  pubd  the  1st  collection  of  piano  music,  12  Sonate  da 
cimbalo  di  piano  e  forte  detto  volgarmente  di  martelletti. 

Naples  Pergolesi's  1st  commedia  musicale  (in  Neapolitan  dialect),  Lo  [rate  'nnamorato 
(text  by  Fcdcrico),  perf.  at  the  Teatro  dei  Fiorentini. 

To  celebrate  Emperor  Charles  VI's  birthday  Hasse's  Issipile  (Metastasio)  had  its  1st 
perf.  at  the  Teatro  S  Bartolomeo. 

Rome  The  Teatro  Argentina  was  built  for  opera  seria. 
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Amsterdam  Locatelli  pubd  L'arte  del  violino,  a  collection  of  virtuoso  solo  violin 
capriccios. 

Lisbon  Pedro  Vaz  Rego  pubd  Armonico  Lazo,  an  important  history  of  music  at  the 
Spanish  royal  chapel. 

1734 

Francois-Joseph  Gossec  b  (Vergnies,  South  Netherlands). 

Naples  Pergolesi's  Adriano  in  Stria  (text  by  Metastasio)  perf.  at  the  Teatro  S  Bar- 
tolomeo. 

Paris  and  Lille  Mondonville  pubd  his  Pieces  de  clavecin  en  sonates. 

Leipzig  J.  S.  Bach's  Christmas  Oratorio  perf.  in  6  parts,  beginning  on  Christmas  Day 
and  continuing  to  Epiphany  1735. 

London  Handel  pubd  his  op.  3  concerti  grossi;  his  Arianna  in  Creta  (text  by  Pariati) 
and  Parnasso  in  festa  perf.  at  the  King's  Theatre,  his  pasticcio  Oreste  at  Covent  Garden. 

Madrid  A  fire  destroyed  the  music  library  of  the  royal  palace. 


1735 

John  Eccles  d  (^67,  Hampton  Wick). 

Johann  Christian  Bach  b  (Leipzig). 

J.  S.  Bach  compiled  a  family  genealogy. 

Maurice  Greene  apptd  Master  of  the  King's  Music  in  London,  succeeding  John  Eccles. 

Pesaro  Hasse's  Tito  Vespasiano  (text  by  Metastasio)  inaugurated  the  Teatro  Pubblico, 
with  Faustina  taking  a  leading  role. 

Paris  Rameau's  opera-ballet  Les  Indes  galantes  (text  by  Fuzelier)  perf.  at  the  Opera. 

Versailles  Queen  Marie  Leszczynska  had  Destouches  organize  concerts  in  her  Grand 
Cabinet  with  repertory  from  the  Concert  Spirituel. 

Leipzig  The  2nd  part  of  J.  S.  Bach's  Clavier-Obung  appeared,  including  the  Italian 
Concerto;  at  the  end  of  Lent  the  Ascension  Oratorio  (Cantata  1 1)  and  the  Easter  Oratorio 
perf. 

London  Handel's  Ariodante  (text  by  Salvi)  and  Alcina  (text  from  Ariosto)  perf.  at 
Covent  Garden. 


1736 

Giovanni  Battista  Pergolesi  d  (26,  Pozzuoli);  Antonio  Caldara  d  (c6$,  Vienna);  John 
Walsh  d  (<70,  London). 

Johann  Gcorg  Albrcchtsbcrger  b  (Klosterneuburg). 

Salvatore  Lanzetti  became  the  first  solo  cellist  to  appear  in  Paris  at  the  Concert  Spirituel. 
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Paris  Evrard  Titon  du  Tillet  pubd  his  monumental  Le  Parnasse  Francois,  containing 
biographical  entries  of  French  musicians  (no  longer  living);  suppls.  pubd  1743,  1755. 

Ramcau  pubd  his  Dissertation  sur  les  differentes  methodes  d"  accompagnement  pour  le 
clavecin,  ou  pour  1'orgue. 

Leipzig  J.  G.  Walthcr  pubd  Musicalisches  Lexicon,  oder  Musicalische  Btbliothec,  the  1st 
German  music  dictionary  and  the  1st  in  any  language  to  include  biographies  and  terms. 

London  Handel's  operas  Ezio  (text  by  Mctastasio)  and  Sosarme  (text  by  Salvi)  and  his 
heavily  revised  oratorio  Esther  pcrf.  at  the  King's  Theatre. 

J.  F.  Lampe,  Henry  Carey  and  Thomas  Arne  organized  a  season  of 'English  operas  after 
the  Italian  manner'  at  the  Little  Theatre  in  the  Haymarket. 

Late  in  the  year  the  original  Covent  Garden  Opera  House  -  known  as  the  Theatre  Royal, 
Covent  Garden  -  opened  under  the  directorship  of  John  Rich;  the  1st  productions  were 
Congreve's  The  Way  of  the  World  and  Gay's  The  Beggar's  Opera. 

Amsterdam  Tartini  pubd  6  sonatas  for  violin  and  continue 


1733 

Francois  Couperin  d  (64,  Paris);  Georg  Bohm  d  (71,  Luneburg). 

The  Turin  court  violinist  G.  B.  Somis  played  at  the  Concert  Spirituel  in  Paris. 

Porpora  apptd  to  direct  the  new  Opera  of  the  Nobility  company  in  London  (under  the 
protection  of  the  Prince  of  Wales,  and  in  competition  with  Handel's  Second  Royal 
Academy,  inaugurated  at  much  the  same  time);  the  season  began  with  Porpora's  Arianna 
in  Nasso  (text  by  Rolli),  sung  by  Senesino  and  others  of  Handel's  singers. 

Domenico  Scarlatti  moved  to  L'Escorial  (nr  Madrid). 

Bologna  Hasse's  Siroe  (text  by  Metastasio)  given  a  gala  premiere  at  the  Tcatro  Malvezzi. 

Naples  Pcrgolesi's  La  serva  padrona  (text  by  Federico)  served  as  an  intermezzo  to  his 
opera  //  prigonier  super  bo. 

Paris  Rameau's  first  opera,  Hippolyte  et  Aricie  (text  by  Pcllcgrin),  perf.  at  the  Opera; 
it  caused  a  sensation,  bringing  into  question  the  grip  Lully  still  maintained  even  in  death 
on  French  opera  and  stimulating  a  debate  between  Lullistes  and  Ramistes. 

Dresden  J.  S.  Bach's  Kyric  and  Gloria  of  the  projected  B  Minor  Mass  were  pcrf.  at 
the  Sophienkirche  (where  W.  F.  Bach  was  apptd  organist)  before  the  new  Saxon  Elector 
Friedrich  August  II  (see  1736). 

Hamburg  Telemann  pubd  Musique  de  table,  containing  overtures,  concertos  and  quar- 
tets. 

Leipzig  The  organist  G.  F.  Kauffmann  began  the  serial  publication  of  his  Harmonische 
Seelenlust  (completed  by  his  widow  in  1736),  an  important  collection  of  chorale  preludes. 

London  Handel's  opera  Orlando  (text  by  Capecc)  and  oratorio  Deborah  (text  by  Hum- 
phreys) pcrf.  at  the  King's  Theatre;  Athalia  (text  by  Humphreys)  perf.  at  the  Sheldonian 
Theatre,  Oxford. 
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J.  S.  Bach  apptd  Hofkomponist  of  the  Dresden  court;  in  return,  he  gave  a  2-hour  recital 
for  the  Saxon  royal  family  and  public  on  the  new  Silbermann  organ  at  the  Frauenkirche. 

Pozzuoli  During  his  last  illness  Pergolesi  comp.  his  cantata  Orfeoy  the  Salve  regina  and 
the  Stabat  mater  (commissioned  by  a  Neapolitan  fraternity). 

Paris  Monteclair  pubd  Principes  de  musique,  an  important  source  of  French  vocal 
ornamentation. 

The  18-year-old  Mile  Duval's  opera-ballet  Lesgenies  (text  by  Fleury)  perf.  at  the  Opera. 

Leipzig  The  revised  version  of  Bach's  St  Matthew  Passion  perf.  at  the  Thomaskirche. 

London  Handel's  royal  wedding  opera  Atalanta  (text  by  Valeriano)  and  his  ode 
Alexanders  Feast  (text  by  Dryden)  perf.  at  Covent  Garden. 

1737 

Antonio  Stradivari  d  (93,  Cremona);  Francesco  Mancini  d  (65,  Naples);  Michel  Pignolet 
de  Monteclair  d  (69,  St  Denis). 

Telemann  went  to  Paris  for  8  months. 

Handel  suffered  'a  Paraletick  Disorder'  (probably  a  stroke),  but  after  6  weeks'  rest  at 
Aix-la-Chapelle  he  regained  the  use  of  his  right  hand. 

Naples  The  Teatro  S  Carlo  opened  (ordered  by  Charles  III  to  replace  the  Tcatro  S 
Bartolomeo  as  the  home  of  opera  seria)  with  D.  N.  Sarro's  Achille  in  Sciro  (text  by 
Mctastasio). 

Hamburg  J.  A.  Scheibe  began  fortnightly  publication  of  Critischer  Musikus;  he  char- 
acterized J.  S.  Bach's  music  as  'bombastic  and  confused'  (see  1738). 

Leipzig  L.  C.  Mizler  von  Kolof  became  the  1st  to  lecture  on  music  at  a  German 
university  for  150  years;  he  lectured  on  Mattheson's  Neu-eroffnete  Orchestre  and  music 
history.  His  new  monthly  magazine,  Neu  erqffhete  musikalische  Bibliothek,  became  the 
organ  of  the  corresponding  society  he  formed  the  following  year  (see  1738). 

London  Handel's  operas  Arminio  (text  by  Salvi),  Giustino  (text  by  Beregan)  and  Berenice 
(text  by  Salvi),  and  oratorio  //  trionfo  del  Tempo  e  deila  Verita  (revised  from  1707 
version),  perf.  at  Covent  Garden;  the  operas  were  all  failures. 

Both  the  Opera  of  the  Nobility  and  the  Second  Royal  Academy  closed  in  financial  ruin. 

Henry  Carey's  The  Dragon  of  Want  ley,  a  burlesque  satire  attacking  Farinelli  and  Handel's 
Giustino,  with  music  by  Lampe,  perf.  at  the  Little  Theatre  in  the  Haymarket. 

1738 

Jean-Francois  Dandrieu  d  (C56,  Paris);  Jean-Joseph  Mouret  d  (56,  Charenton). 
Johann  Anton  Kozeluch  b  (Velvary,  Bohemia). 

Vivaldi  was  invited  to  Amsterdam  to  give  a  concert  of  his  music  for  the  centenary  of  the 
Stadsschouwburg  (the  city  theatre  on  the  Keizersgracht,  where  French  opera  was 
regularly  perf.). 

C.  P.  E.  Bach  joined  Prince  Frederick  of  Prussia's  musicians  at  Ruppin  (see  1740). 
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Mizler  founded  the  Korrespondierenden  Sozietat  der  Musicalischcn  Wissenschaftcn  in 
Leipzig. 

The  Fund  for  the  Support  of  Decayed  Musicians  (now  the  Royal  Society  of  Musicians) 
was  established;  Handel  was  one  of  the  original  subscribers. 

Domenico  Scarlatti  was  made  a  Knight  of  the  Order  of  Santiago,  along  with  Carlos  de 
Seixas,  in  Madrid,  w  hile  Francesco  Corselli  was  named  maestro  de  capilla. 

Naples  Leonardo  Vinci's  Artaserse  (1729)  was  given  a  gala  perf.  at  the  Teatro  S  Carlo 
(see  1746). 

Paris  Telemann  pubd  his  Nouveaux  quatuors  en  6  suites  in  response  to  the  popularity 
of  his  1730  collection  (pirated  by  French  publishers). 

Michel  Corrette  pubd  an  important  violin  method,  L'ecole  d'Orphee,  addressing  the 
differences  between  the  French  and  Italian  styles. 

Mondonvillc  pubd  Les  sons  harmoniques,  a  collection  of  violin  sonatas  employing  har- 
monics; they  were  popular  at  the  Concert  Spirituel. 

Leipzig  J.  A.  Birnbaum  (a  university  lecturer  in  rhetoric)  pubd  a  defence  of  J.  S.  Bach 
in  response  to  Schcibc's  attack  the  previous  year.  It  was  pursued  in  1739  between 
Birnbaum  and  Scheibe  and  by  Mizler's  corresponding  society  (who  supported  Bach, 
who  did  not  become  a  member  until  1747);  a  moratorium  was  finally  established  in  1749 
after  Scheibe  wrote  favourably  about  the  Italian  Concerto. 

London  Domenico  Scarlatti  pubd  30  Essercizi  per  gravicembalo  (see  1739). 

Handel  pubd  his  op.  4  organ  concertos  (see  1740).  His  operas  Faramondo  (text  by  Zeno) 
and  Serse  (text  by  Minato),  and  pasticcio  Alessandro  Severo  (text  by  Zeno)  perf.  at  the 
King's  Theatre. 

St  Petersburg  Luigi  Madonis  pubd  a  collection  of  12  'symphonies'  -  actually  suites 
for  violin,  cello  and  continuo  -  which  represent  an  isolated  example  of  Baroque  music 
comp.  in  Russia. 

1739 

Benedetto  Marcello  d  (53,  Brescia);  Reinhard  Keiscr  d  (65,  Hamburg). 

Johann  Baptist  Vanhal  b  (Novc  Ncchanice,  Bohemia);  Carl  Ditters  von  Dittersdorf 
b  (Vienna). 

Francois  Francoeur  apptd  maitre  de  musique  at  the  Paris  Opera  (see  1743). 

Louis-Claude  Daquin  apptd  organiste  du  roi  at  Versailles. 

Telemann  became  a  member  of  Mizlcr's  corresponding  society. 

Paris  Rameau's  Dardanus  (text  by  Le  Clerc  de  la  Bruyere)  and  Les  fetes  a" Hebe  (text 
by  Montdorge)  perf.  at  the  Opera. 

Hamburg  Mattheson  pubd  Der  vollkommene  Capellmeister,  proposing  his  doctrine  of 
the  affections. 

Leipzig  J.  S.  Bach  pubd  the  3rd  part  of  the  C/avier-Ubungy  devoted  to  chorale  preludes. 
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London  Handel's  oratorios  Saul  (text  by  Jennens)  and  Israel  in  Egypt  and  a  pasticcio 
Giove  in  Argo  (text  by  Lucchini)  perf.  at  the  King's  Theatre;  his  Ode  for  St  Cecilia's 
Day  perf.  at  Lincoln's  Inn  Fields. 

Thomas  Roseingrave,  a  friend  and  long-time  champion  of  Domenico  Scarlatti,  pubd  a 
pirated  edn  of  42  of  his  sonatas. 

1740 

Antonio  Lotti  d  (rj$,  Venice). 

Giovanni  Paisiello  b  (Roccaforzata,  nr  Taranto). 

Jean-Joseph  Cassanea  de  Mondonville  apptd  a  sous-maitre  of  the  Chapelle  Royale  at 
Versailles. 

Carl  Heinrich  Graun  apptd  Kapellmeister  and  C.  P.  E.  Bach  principal  harpsichordist  at 
the  Berlin  court  of  the  new  king,  Frederick  the  Great,  of  Prussia. 

J.  A.  Scheibe  was  apptd  Kapellmeister  to  the  Danish  court  of  Christian  VI  at  Copenhagen. 

Telemann  offered  for  sale  all  the  engraved  plates  of  his  pubd  music. 

Franz  Joseph  Haydn  was  engaged  as  singer  at  the  Stephansdom,  Vienna. 

Krakow  Jacek  Szczurowski  comp.  one  of  the  1st  Polish  symphonies  (lost). 

Vienna  M.  G.  Monn  comp.  the  earliest  4-movemcnt  symphony  with  a  minuet  as  the 
3rd  movement. 

London  Handel's  opera  Imeneo  (text  by  Stampiglia)  and  oratorio  L' Allegro,  il  Penseroso 
ed  il  Moderate  (text  by  Milton  and  Jennens)  perf.  at  Lincoln's  Inn  Fields. 

Thomas  Arne's  masque  Alfred  (text  by  Thomson  and  Mallett),  the  finale  of  which 
contains  'Rule  Britannia',  perf.  at  Cliveden. 

Handel  pubd  his  op.  6  12  Grand  Concertos,  A  Second  Set  of  Six  Concertos  for  organ  (the 
3rd  set  appeared  posth.,  1761)  and  the  Water  Music. 

William  Boyce  comp.  the  1st  English  overture  in  the  Italian  sinfonia  format  for  his 
masque  Peleus  and  Thetis  (text  by  Granville). 

James  Grassineau  pubd  A  Musical  Dictionary. 

Amsterdam  Hubert  Le  Blanc  pubd  Defense  de  la  basse  de  viole  contre  les  entrepnses  du 
violon  et  les  pretentions  du  violoncelle. 

1741 

Antonio  Vivaldi  d  (63,  Vienna);  Johann  Joseph  Fux  d  (r8o,  Vienna). 
Andre-Ernest-xModeste  Gretry  b  (Liege). 

Quantz  accepted  posts  at  the  Berlin  court.  J.  S.  Bach  visited  his  son  Carl  Philipp 
Emanuel  there  and  then  went  to  Dresden,  where  he  presented  Count  von  Keyserlingk 
with  a  copy  of  the  Goldberg  Variations. 

Handel  went  to  Dublin  for  charity  concerts  (see  1742). 
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Milan  Gluck's  1st  opera,  Artaserse  (text  by  Metastasio),  perf.  at  the  Teatro  Regio 
Ducal. 

Rome  Carlo  Tessarini  pubd  a  violin  tutor,  Gramatica  di  musica,  which  addresses  high- 
position  playing. 

Paris  Rameau  brought  out  his  unique  Pieces  de  clavecin  en  concerts  and  Michel  Corrette 
his  cello  method,  in  which  he  advised  viol  players  on  how  to  become  cellists. 

Nuremberg  At  about  this  time  J.  S.  Bach  pubd  the  4th  part  of  the  Clavier- Obung, 
containing  the  Goldberg  Variations. 

Friedrich  Ehe  made  an  early  example  of  a  doubly-wound  trumpet,  later  to  become  the 
standard  orchestral  type. 

Vienna  Ritter  von  der  Trenck  marched  into  the  city  preceded  by  a  Janissary  band. 

London  Handel's  last  opera,  Deidamia  (text  by  Rolli),  perf.  (only  3  times)  at  Lincoln's 
Inn  Fields. 

Lisbon  Diogo  Barbosa  Machado  began  publishing  Bibliotheca  lusitana,  which  contains 
unique  information  on  composers  and  theorists  and  their  works,  many  of  which  were 
lost  in  the  earthquake  and  fire  of  1755. 


1742 

Carlos  de  Seixas  d  (38,  Lisbon). 

The  Ranelagh  Pleasure  Gardens  opened  in  London  with  Michael  Festing  as  music 
director. 

Berlin  The  new  opera  house  commissioned  by  Frederick  the  Great  opened  with  C.  H. 
Graun's  Cesare  e  Cleopatra  (text  by  Botarelli). 

Dresden  Hasse's  oratorio  /  Pellegrini  al  sepolcro  di  Nostro  Signore  (text  by  Pallavicino) 
perf.  in  the  court  chapel. 

Leipzig  Mizler  pubd  a  German  translation  of  Fux's  Gradus  ad  Parnassum  (1725). 

For  the  new  lord  of  the  Kleinzschocher  estate  (nr  Leipzig),  Carl  Heinrich  von  Dieskau, 
J.  S.  Bach  composed  the  Peasant  Cantata  (no.  212). 

Mannheim  The  new  court  opera  house  opened  with  C.  P.  Grua's  Meride  (text  by 
Pasquini). 

Nuremberg  C.  P.  E.  Bach  pubd  6  harpsichord  sonatas  ded.  Frederick  II  known  as  the 
'Prussian  Sonatas'. 

Dublin  Handel's  Messiah  (text  by  Jennens)  given  its  1st  perf.  at  a  charity  concert  in 
the  New  Music  Hall,  Fishamble  Street  (see  1743). 

Barcelona  At  about  this  time  Francisco  Vails  completed  his  lengthy  treatise  Mapa 
armonico,  in  which  he  compared  the  Spanish  style  favourably  with  the  French  and 
Italian. 

Lisbon  John  V  banned  all  secular  theatrical  perfs.;  the  prohibition  lasted  until  1750. 
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1743 

Luigi  Boccherini  b  (Lucca). 

Francois  Rebel  and  Francois  Francoeur  apptd  tnspecteurs  generaux  of  the  Academie 
Royale  de  Musique  at  the  Paris  Opera. 

A  Musikalische  Gesellschaft  oder  Akademie  was  founded  in  Cologne. 

The  Grosses  Concert,  a  private  music  circle,  was  established  by  dilettantes  in  Leipzig 
(it  flourished  until  1778),  supplanting  the  more  professional  collegium  musicum. 

Paris  J.-J.  Rousseau  pubd  his  Dissertation  sur  la  musique  moderne. 

London  Handel's  Samson  (text  by  Hamilton)  and  Messiah  (1742)  perf.  at  Covent 
Garden  (which  became  the  venue  for  Handel's  subsequent  Lenten  oratorio  seasons). 

1744 

Bartolomeo  Giuseppe  Guarneri  'del  Gesu'  d  (46,  Cremona);  Andre  Campra  d  (83, 
Versailles). 

Francois  Francoeur  succeeded  F.  C.  de  Blamont  as  surintendant  de  la  musique  de  chambre 
at  Versailles. 

Paris  The  Opera-Comique  was  suppressed  by  the  Comedie  Francaise;  it  reopened  in 
1752- 

Stockholm  J.  H.  Roman  comp.  his  Drottningholms-musiquen,  a  large  orchestral  suite, 
for  the  wedding  of  Adolphus  Frederik  and  Louisa  Ulrika  of  Prussia. 

Trondheim  J.  D.  Berlin  pubd  the  1st  Danish-Norwegian  music  textbook,  Musikalske 
elementer. 

Nuremberg  C.  P.  E.  Bach  pubd  6  harpsichord  sonatas,  ded.  the  Duke  of  Wurttemberg, 
his  pupil,  and  known  as  the  'Wurttemberg  Sonatas'. 

London  Handel's  Semele  (text  by  Congreve)  and  Joseph  (text  by  Miller)  perf.  at  Covent 
Garden. 

1745 

Antoinc  Forqueray  d  (^73,  Mantes);  Jan  Dismas  Zelenka  d  (66,  Dresden). 
Carl  Stamitz  b  (Mannheim). 

Frederick  the  Great  built  a  small  theatre  at  Sanssouci  (his  Potsdam  palace)  where  comic 
operas  were  perf.  by  travelling  troupes. 

Handel  became  a  member  of  Mizler's  corresponding  society. 

Gluck  arrived  in  London,  at  the  invitation  of  the  King's  Theatre. 

Paris  Rameau's  opera-ballet  Les  fetes  de  Polymnie  (text  by  Cahusac)  perf.  at  the  Opera; 
it  contained  a  quadrille,  which  became  a  popular  French  dance.  For  the  wedding  of  the 
dauphin  with  Maria  Teresa  of  Spain,  Rameau  comp.  a  comedie-ballety  La  princesse  de 
Navarre  (text  by  Voltaire),  and  his  comedie  lyrique,  Platee  (text  by  d'Orville),  for  perfs. 
in  the  Theatre  des  Grandes  Ecuries  at  Versailles. 
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Leipzig  J.  S.  Bach  pubd  the  2nd  vol.  of  Das  wohltemperirte  Klavier. 

London  Handel's  Hercules  (text  by  Broughton)  and  Belshazzar  (text  by  Jennens)  pcrf. 
at  the  King's  Theatre. 

The  Campbells  are  Coming  and  God  Save  the  King  (probably  comp.  by  Henry  Carey  in 
1740)  were  made  available  in  print. 

Manchester  The  Gentlemen's  Concerts  were  inaugurated  (flourishing  until  1914). 
1746 

William  Billings  h  (Boston,  Mass.). 

W.  F.  Bach  apptd  organist  of  the  Licbfraucnkirche  in  Halle. 

Lyons  Louis  Bollioud-Mermet  pubd  De  la  corruption  du  goust  dans  la  musique  francoise. 

Dresden  Leonardo  Vinci's  Artaserse  (text  by  Metastasio,  1729)  inaugurated  the  1st 
public  opera  house  there. 

London  Handel's  Occasional  Oratorio  (text  by  Hamilton)  perf.  at  Covent  Garden. 
1747 

Giovanni  Bononcini  d  (76,  Vienna);  Jcan-Fery  Rebel  d  (80,  Paris). 

J.  S.  Bach  became  a  member  of  Mizler's  corresponding  society.  He  made  a  second  trip 
to  the  court  of  Frederick  the  Great;  he  gave  an  organ  recital  in  the  Heiliggeist  church 
in  Potsdam,  attended  the  opera  at  Berlin  and,  in  the  king's  presence,  played  the  piano, 
improvising  on  a  theme  by  Frederick  which  became  the  inspiration  for  the  Musical 
Offering. 

Paris  J.-B.-A.  Forqueray  brought  out  2  cdns  (1  for  harpsichord)  of  his  father's  Pieces 
de  viole;  the  extent  of  his  own  contribution  is  greater  than  once  thought. 

Versailles  Rameau's  opera-ballet  Les  jetes  de  f  Hymen  et  de  f  Amour  (text  by  Cahusac) 
perf.  for  the  wedding  of  the  dauphin  with  Maria-Josepha  of  Saxony. 

Mme  de  Pompadour  had  a  theatre  built  in  the  Petits-Cabinets  of  the  Versailles  chateau, 
where  plays  and  operas  were  perf. 

Leipzig  J.  S.  Bach  pubd  the  Musical  Offering,  containing  10  canons  on  a  theme  by 
Frederick  the  Great  and  a  trio  sonata. 

London  Handel's  Judas  Maccabaeus  (text  by  Morell)  perf.  at  Covent  Garden. 

1748 

Johann  Gottfried  Walther  d  (63,  Weimar). 

Joseph-Nicolas-Pancrace  Rover  and  Gabriel  Capperan  assumed  direction  of  the  Concert 
Spirituel  in  Paris. 

Paris  Rameau's  ballet-heroique  Zais  (text  by  Cahusac)  and  his  acte  de  ballet  Pygmalion 
(text  by  Ballot  de  Savot)  pcrf.  at  the  Opera;  his  divertissement  Les  surprises  de  t Amour 
perf.  at  Versailles. 
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The  wealthy  fermier  general  A.-J.-J.  Le  Riche  de  la  Poupliniere  imported  'le  nouveau 
cor  de  chasse  allemand'  for  his  private  orchestra. 

Mondonville  pubd  his  pieces  de  clavecin  with  extra  parts  for  violin  or  voice. 

Warsaw  The  Operalnia  opened,  free  to  the  public;  Italian  operas  were  perf.  there  twice 
a  week. 

London  Handel's  Joshua  (text  by  PMorell)  and  Alexander  Balus  (text  by  Morell)  perf. 
at  Coven t  Garden. 

Oxford  The  Holywell  Music  Room  opened. 
1749 

Louis-Nicolas  Clerambault  d  (72,  Paris);  Andre  Cardinal  Destouches  d  (76,  Paris). 
Domenico  Cimarosa  b  (Aversa);  Jean-Louis  Duport  b  (Paris). 

J.  P.  Sack  founded  the  Musikiibende  Gesellschaft,  which  gave  informal  concerts  of 
sacred  music  at  his  house  in  Berlin. 

Paris  The  City  took  over  the  Academie  Royale  de  Musique.  Rameau's  pastorale  hero'ique 
Nats  (text  by  Cahusac)  and  Zoroastre  (text  by  Cahusac)  perf.  at  the  Opera. 

Copenhagen  Gluck's  La  contesa  dei  numi  (text  by  Metastasio)  perf.  at  the  Char- 
lottenborg  Theatre  for  the  birth  of  a  Danish  prince. 

Prague  Gluck's  Ezio  (text  by  Metastasio)  perf.  during  Carnival. 

London  Handel's  Susanna  and  Solomon  perf.  at  Covent  Garden. 

A  public  rehearsal  of  Handel's  Music  for  the  Royal  Fireworks  was  held  at  Vauxhall. 

1750 

Alessandro  Marcello  d  (66,  Venice);  Johann  Sebastian  Bach  d  (65,  Leipzig);  Matthias 
Georg  Monn  d  (33,  Vienna);  Sylvius  Leopold  Weiss  d  (64,  Dresden). 

Francois  Colin  de  Blamont  was  knighted  by  Louis  XV. 

At  about  this  time,  Simon  Hochbrucker  introduced  the  pedal  harp  (the  invention  of  his 
father  Jakob)  to  Paris,  where  it  became  the  fashionable  instrument. 

After  the  death  of  their  father  W.  F.  Bach  accompanied  his  young  half-brother  Johann 
Christian  to  Berlin,  where  C.  P.  E.  Bach  became  his  guardian. 

London  Handel's  Theodora  (text  by  Morell),  a  work  particularly  close  to  his  heart  but 
little  appreciated  by  the  public  (Handel  commented  that  'it  sounded  well  in  a  half-empty 
room'),  perf.  at  Covent  Garden. 
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296,  412,  497,  504 
Bach,  Johann  Christoph  185,  185 
Bach,  Johann  Christoph  (brother 

of  J.  S.  Bach)  204 
Bach,  Johann  Christoph  Friedrich 

['Biickcburg  Bach']  212,  4gs 
Bach,  [ohann  Gottfried  Ikrnhard 

482 

Bach,  Johann  Jacob  106.  204 
Bach,  Johann  Ludwig  HQ 
Bach,  Johann  Nicolaus  178,  18s, 
190 

Bach,  Johann  Sebastian  204-12 
at  Arnstadt  192,  193,  209,  211. 

212,  242,  370,  439,  498,  SQ3 
arrangements  3_2,  6i_,  205,  208, 

2 to,  400.  404,  430 
in  Berlin  211.  500,  503 
choral  music  208.  200,,  210.  211. 

404,  491,  496,  497 


cantatas  xi,  174,  182,  134,  205, 
208,  200,  210,  211,  213,  217, 

322  " 

Mass  in  B  minor  200,  211,  404 
Passions  156, 168. 170, 173, 
208.  20Q,  210,  212,  213, 404, 

49L493 
competitions  131,  188,  203,  208, 

216,  481,4*8 
and  his  contemporaries  40, 160, 

1 60,  175,  176,  178,  188,  IQj, 

'07,  ^04,  20s,  208,  200,  21 1, 

2'*,  49S 
correspondence  176,  178,  203 
at  Cothcn  159.  169,  170,  180, 

204,  205,  439.  488,  480,  4()0 
and  Dresden  137,  208,  200,  211, 

405 

at  Eisenach,  176,  204 

family  16-17. 185,  103,  194, 196, 

I37,  204,  20>,  208,  20Q,  210, 

2J.L,  2j2i  483,  489,  497,  SCO, 

504;  see  also  under  other  family 

members 
and  Handel  204,  21 1,  212.  285, 

282,494 
instrumental  works  31,  59,  165, 

205.  208,  211,  212,  368,  397. 
404^483,503 

Art  of  Fugue  211,  212.  252, 404 
Musical  Offering  211.  212, 475. 

582 

keyboard  works  192,  193,  194, 
205,  208.  209,  210.  2ii.  269, 
370.  377,  378  (ex.  2),  385,  38b, 
388  <j,  41    415,  488,  489,  492, 

Clavter-Vbung  210,  21 1,  221. 

495,  497,  499.  SO' 
Goldberg  Variations  211,  404, 
221,  380,  404,  500,  501 
Wohltemperirtes  Clavier  104, 
208,  21 1,  360,  388  o  (ex.  8), 
490,  503 

at  Leipzig  152,  133,  154,  162, 
177,  186,  188,  204,  205-12, 
212,  213,  314,  225,  417,  439 
40. 49Q, 491 , 492, 493,  494. 49S, 
49A  VTh-Wh  553 

librettists  205,  210. 

at  Liineburg  204,  480 

at  Miihlhausen  193,  204,  205, 

439,  483 
orchestral  works  xvii,  31,  32,  55. 
168.  205,  210.  196.  398,  400, 
49Q 

Brandenburg  Concertos  205, 
212,  490 
performance  practice  xiii,  361, 
374.  427.  430-3.  435.  437.  439. 

440,441,443.  445 
pupils,  influence  188,  192,  204, 

305,  208.-3,  2 to.  Sit,  4£(> 
relations  with  patrons  xviin,  204, 

205,  209,  210-12 

5" 
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Bach,  Johann  Sebastian  -  com  J. 
Scheibc's  criticism  181,  IQ2, 21  l, 
499 

style  157,  256,  370,373,  374, 
388-q,  390,  IQfr  7.  308,  400, 

427,  430-2 
at  Weimar  166.  176.  1 88,  1Q1, 

igj,  134,  20a,  204,  205,  20S, 

430.  481,  484,  486,  488 
see  also  Bach,  Maria  Barbara; 

Wilckc,  Anna  Magdalcna 
Bach,  Maria  Barbara  166,  205, 

208,483 
Bach,  Wilhelm  Friedemann 

['Halle  Bach']  166,  169^  iqi, 

IQ4-5.  212,  430, 483,  494, 

*06,  503,  SQ4 
Bach  family  133,  185,  134,  197, 

20s,  220;  Alt-Bachisches 

Archiv  tft6 
Bachclicr,  L  140 

Bacilly,  Bcnignc  dc  103,  122,  125, 

135,  357,  ibo,  410,  434*,  4b8 
Bacon,  Francis  132 
Badajoz  Cathedral  34 } 
Baden  242 

Baden,  Margraves  of 
Ludwig  Georg  241 
Ludwig  Wilhelm  240  1 
Baden  court,  see  Schlackenwerth 

court;  Rastatt  court 
Badcn-Durlach,  (Bernhard 
Gustav)  Margrave  of  160,  215; 
at  Durlach  court;  Fulda 
court 

Badia,  Carlo  Agostino  249;  see  also 

Nonetti,  Anna  Maria 

Elisabctta 
Badoaro,  Giacomo  460 
Bail",  Jean-Antoine  de  oi_,  352 
Baj,  Tommaso  486 
Bakfark,  Valentin  144 
Balbastre,  Claude-Benigne  108. 

ILL  L»8i  434".  431 
Balbi,  Giovanni  Battista  i_(u 
Ballard,  Christophe  103,  120,  134, 

140,  474,  478 
Ballard,  Christophc-Jcan- 

Francois  ish 
Ballard,  Jean-Baptiste- 

Christophe  103 
Ballard,  Pierre  103,  106,  360,  451 
Ballard,  Robert  103 
Ballard,  Robert  (grandson)  103, 

122 

Ballard  family  100,  103,  106,  117, 

118,  120.  127 
Ballot  de  Savot  503 
Baltzer,  Thomas  ['the  Swede') 

266^223 
Bamberg  457:  Cathedral 
Bamberg,  Prince-Archbishop  of 

182 

Bamberg  court  187.  218.  224 
512 


Ban,  Joan  Albert  109,  319 
Banchieri,  Adriano  ['Tomaso'] 

[pseud.  Attabalippa  dal  Peru; 

Camillo  Scaliggeri  dalla  Frata] 

43,  SO,  450,  453,  4f>6 
Banister,  John  266,  273,  304,  409. 
47Q 

Banister,  John  (son)  273,  295,  47S 
'Baptiste',  see  Anct,  Jcan-Jacqucs- 

Baptiste 
Baptiste,  Johann  21^ 
Baptiste,  Ludwig  Albert 

Fricdrich  215 
Barbarino,  Bartolomeo  ['II 

Pesarino']  355^  356 
Barbcrini,  (Cardinal)  Antonio  S9, 

65,  62,  68,  80,  9J,  109 
Barbcrini,  (Cardinal)  Francesco 

641 195 

Barberini,  Maffeo  [Pope  Urban 
VIII]  45,  58,  64,  66,  2L  Si 
455;  mar.  to  Giustiniani, 
Olympia 
Barbcrini,  (General)  Taddeo  65 
Barberini  family  62,  64,  65  6,  68, 

63,21*001231  109,  461 
Barbey,  Guillaume  in6 
Barbosa  Machado,  Diogo  344, 

345,  521 
Barcelona  341 

Cathedral  341^  343 
SS  Justo  \  Pastor  jjN 

Barcelona  court,  18,  78,  83,  250, 

253,  256,  259, 484 
chapel  256,  332 
see  also  Spanish  monarchy 

(Charles  II);  Spanish 

monarchy,  Habsburgs 

('Charles  III') 
Barcelos  and  Braganza,  Duke  of, 

see  Portuguese  monarchy  (John 

IV) 

Bardi,  Giovanni  de'  6,  43-4,  44, 

45,  46,  47,  354,  357 
Barnabites  h 

Baron,  Ernst  Gottlieb  185,  493 

Baroni,  Leonora  ['L'Adrianclla'] 

68,  8a,  23,  i2±±  360 
Baroni,  Muzio  80 
Barriere,  Jean  106 
Bartolaia,  Ludovico  458 
Bartolotti,  Angelo  Michclc  mh 
Basilc,  Andreana  Vj 
Basile,  Margherita  458 
Bassani,  Giovanni  Battista  so-i, 

221 

Bassani,  Girolamo  31 
Bassano,  Giovanni  420 
Baston,  John  267,  273,  308 
Bataillc,  Gabriel  106,  131,  357, 
453 

Bataillc.  Gabriel  (son)  lqd 
Bataille,  Pierre  ioh 
Bathurst,  (Allen)  Lord  303 
Baudrexcl,  Philipp  Jakob  21^ 


Baumgartcn,  Alexander  Gottlieb 
212 

Baussen,  Henri  dc  120. 
Bautzen  214 
Bavaria 

Albrccht  V  (Duke)  234 

Ferdinand  (Duke)  24J 

Ferdinand  (Prince-Bishop  of 
Liege)  324 

Ferdinand  Maria  (Elector)  86, 

I6jL  UL  32,  Mi  242,  2454  see 
also  Savoy  (Hcnrictte  Adelaide) 
Karl  Albrccht  (Elector)  24J  see 
also  Habsburg  dynasty  (Maria 
Amalia) 

Maria  (Archduchess  of  Styria) 
230 

Maria  Antonia  Walpurgis 
(Princess  of  Saxony),  198,  243 
Maximilian  L  (Duke;  Elector) 

Maximilian  II  Emanuel  (Elector; 
Governor  of  the  Spanish 
Netherlands)  100.  103,  116, 
HQ,  LIL       164,  165,  230, 
*40,  243,  244-  -44,  245,  323, 
324 

Maximilian  III  Joseph  (Elector) 
198,  243;  see  also  Saxony 
(Maria  Anna) 

Maximilian  Philipp  (Prince)  231, 
*35 

Violante  (Grand  Duchess  of 
Tuscany)  83 
Wilhelm  (Archduke)  230;  mar.  to 

Lorraine  (Renata) 
see  also  Munich  court 
Bayreuth  162,  192,  202,  215,  220, 

Carnival  223 

Stadtkirche  i8q,  191,  202,  456 
Bayreuth  [Brandenburg- 

Bayreuth],  Margraves  of 
Christian  221,  456 
Christian  Ernst  54, 189.  iqs. 

245;  mar.  to  Saxony  (Erdmuthe 

Sophia) 

Friedrich  219;  see  also  Prussian 
monarchy  (Wilhelmine) 
Bayreuth  court  28, 187.  210,  221, 

Beard,  John  273,  289;  mar.  to 

Herbert,  Henrietta;  Rich, 

Charlotte 
Beauchamp,  Charles-Louis  106 
Beauchamp,  Pierre  dc  106,  107, 

HQ,  1 29, 115 
Beaujoyeux,  Balthasar  de 

[Belgioioso,  Baldassare  de]  nih 
Beaulieu,  Antoine  de  6o_ 
Beaulicu,  Lambert  de  in6 
Becker,  Dietrich  170 
Bedford,  Duke  of  293,  304  • 
Bedos  de  Celles,  Francois  106, 

LLi434» 
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Bed  worth  312 
Beer,  Johann  185-6 
Beethoven,  Ludwig  [Louis]  van 
485 

Beethoven,  Ludwig  van  167,  442, 
441 

Bella,  Gahrielc  pi.  1 
Bcllosio,  Ansclmo  14 
Bern  bo,  Antonia  mh 
Bern  bo,  Pietro  5 

Benati,  Carlo  Antonio  425  (ex.  3) 
Benda,  Franz  152,  167,  200,  211, 

232,249 
Benda,  Gcorg  237,  4Q0 
Benda  family  iMl  167,  168.  i6q 
Benedictines  50^  14^  2.10,  2s6. 

m 

Bcncvoli,  Orazio  sj^  58^  64-s, 

127,  242.  246,  342,  461,471 
Benoit,  Marcelle  i02n 
Benserade,  Isaac  dc  93,  107,  125, 

128,  IjO,  46$,  ih±  465.  466, 

462,468,172 

Bentinck,  (Count)  Willcm  32^ 

.122 

Bentivoglio,  Cornclio  69 
Bcntivoglio,  Enzo  62 
Bentivoglio,  Guido  62,  451 
Bentivoglio,  Hippolito  31 
Bentivoglio  family  62,  68 
Be  rain,  Jean  107.  143 
Bcrard,  Jean-Baptisic  4  ,4^: 
Berardi,  Angclo  58^  7j 
Beregan,  Nicolo  34,  82,  498 
Bcrctta,  Francesco  i_zj 
Berg,  Adam  234,  241;  daughter  of 
241 

Bergamo  4,  30,  3L  38,  63,  120 
Cathedral  39 

Congrcgazionc  di  Carita  51 
plague  (1630)  30 
S  Maria  Maggiore  30, 1L  iL^o, 
256 
Bergen  17Q 

Bergcrotti,  Anna  107.  118,  123 
Bergerotti,  Carlo  Andrea  107 
Bergonzi  family  14 
Berlin  54,  29j  L5JL  166-70,  195, 

iq6,  200.  21s.  222,  22s.  321, 

504 

Deutsche  Staatsbibliothck  ISO. 
1  <>o 

Lietzenburg  [Charlottcnburg] 

palace  theatre  480 
Musikiibcndc  Gescllschaft  SQ4 
Nicolaikirche  167,  168 
Opera  LiSi  152»  lM»  168,  160, 

1Q7.  108,  2t2,  476.  soi.  SQ1 
printing  and  publishing  451,  462 
Ritterakademie  189 
tee  also  Berlin  court;  Potsdam; 
Ruppin 
Berlin,  Heinrich  u& 
Berlin,  Johann  Daniel  178.  502 
Berlin  court  28,  42,  8 1 ,  <j±,  151, 


1^2,  1U,  IS7,  ISO,  160,  162, 
ib.s,  166,  I'M.  198,  2Qj,  J17. 
28$,  300,  320,  454^  5 °o 
Kapcllc  28,  170.  18*.  1  Kg,  20 ^ 
.<ff       Brandenburg  monarchy; 
Prussian  monarchy 
Bermuda  300 

Bcrnabci,  Ercole  164,  242-3,  245 
Bernabei,  Giuseppe  Antonia  243 
Bernabei,  Vincenzo  243 
Bernabei  family  242-3 
Bernacchi,  Antonio  Maria  pi.  22, 

54,80,84,288,362 
Bernard,  Anthony  443 
Bernard,  Pierre-Joseph  138 
Bcrnardi,  Bartolomeo  159,  178. 

181,  482 

Bcrnardi,  Francesco,  see  Senesino 
Bcrnardi,  Stcfano  80-1 
Bcrnhard,  Christoph  59,  7j_,  160, 

102.  195,  I  oh,  200,  201,  203, 
2^2^362,40^,422 

Bcrnicr,  Nicolas  107,  1 20,  121, 

136,  140.  400 
Bernini,  Gian  Lorenzo  6g 
Berny,  private  theatre  at  iflS 
Bcrtali,  Antonio  234.  236.  249, 

249.  2S1.  254,  2  57  8,462,468 

Berteau,  Martin  f'Sgr  Martino'] 
'Q7.  248 

Berthod,  Blaise  ['L'incommodc'] 

107-8 

Bertoli,  Giovanni  Antonio  461 
Bcrtolli,  Franccsca  zS& 
Bcrtouch,  Gcorg  von  178— q 
Besancon  1 44,  429 
Besard,  Jcan-Baptistc  144,  450 
Best,  Terence  446/1 
Bctterton,  Thomas  265 
Beys,  Charles  de  464 
Biancardi,  Francesco  451 
Biancardi,  Sebastiano  7J 
Bianco,  Baccio  del,  see  Del  Bianco, 
Baccio 

Bianconi,  Lorenzo  xv,  xviin,  \\bn 
Bibcr,  Heinrich  Ignaz  Franz  \<>n 
201.  234.  24S-6.  246,  248,  208, 

471,  471,  474.  476.  486 

Biechteler  von  GreiflTcnthal, 
Matthias  Sigismund  246 
Bull,  Antonio  24,  35,  2SL  243 
Billings,  William  503 
Binder,  Christlicb  Siegmund  iou 
Birchensha,  John  273,  300 
Birckart  pi.  15 

Birkenstock,  Johann  Adam  215 
Birnbaum,  Johann  Abraham  181. 

211,400 
Bizey,  Charles  mil 
Blainville,  Charles  Henri  m8 
Blamont,  Francois  Colin  de  108, 

iji  L*°i  123^  124,  L35,  140^ 

483,  4yo,  404,  502,  504 
Blanchct,  Armand  Francois 

Nicholas  lq& 


Blanchet,  Francois  Eticnnc  108, 

daughter  of  ia& 
Blanchct,  Francois  Etienne  (son) 

■ofi 

Blanchct  family  108,  414 
Blankcnburg,  Gcrbrant 

Quirijnszoon  van  319 
Blankenburg,  Quirinus 

Gerbrandszoon  van  315 
Blasco  dc  Ncbra,  Manuel  341 
Bias  de  Castro,  Juan  328, 329, 3J2a 

341 

Blavet,  Michel  108,  133,  170 

Bleyer,  Nicola  us  22a 

Blow,  John  264,  273-4,  277.  278, 

27Q,  281,  203,  2Q4,  301.  302. 

107.412,468,472.480 
Boccaccio,  Giovanni  5 
Bocchcrini,  Luigi  20,  62,  502 
Boddeckcr,  Philipp  Fricdrich  240, 

240 

Boesset,  Antoinc  de  (Sicur  dc 
Villcdicu)  106.  108-0,  131,  319, 
357,  358-Q  (ex.  |1  429,  4i3 

Boesset,  Jcan-Baptiste  dc  (Sicur 
de  Dehault)  ioq,  135,  465 

Boesset  family  108—9 

Bohemia,  High  Chancellor  of,  see 
Kinsky,  Franz  Ferdinand 

Bohemia  (Charles  VI)  King  of 
pi.  13,  38, 29_,     ith  203, 225, 
21s.  2 so.  252,  298,  49ii  see  also 
Habsburg  dynasty 

Bohemia,  (Maria  Theresa)  Queen 
of  247;  5ee  also  Habsburg 
dynasty 

Bohemia,  Viceroy  of,  see  Sporck, 

Franz  Anton 
Bohm,  Gcorg  159,  204 
Boilcau-Dcspreaux,  Nicolas  107, 

124,  125,  135,  137.472 
Bois-Aubry  143 

Boismorticr,  Joseph  Bodin  de  109. 

4Q3,  404 
Boivin,  Francois  134,  177 
Bokemeycr,  Heinrich  159,  162. 
Bokemeycr  Collection  iso.  162 
Bolles,  John  305 
Bolles,  (Sir)  Robert  305 
Bollioud-Mcrmct,  Louis  138.  503 
Bologna  xv,  3i  4,  5i  61 9i  LL  iJL 

28,  3_L  4_L  47_!  4JL5i.  M, 

79,  80,  83,  8s.  87.  80,  1Q7.  2S1 
Accadcmia  dci  Filaschisi  5j_,  458 
Accadcmia  dei  Filomusi  33^  sa. 

45Ji  456 

Accadcmia  dei  Floridi,  see  above 
Accademia  dei  Filomusi 

Accademia  dei  Riacccsi  459 

Accadcmia  Filarmonica  18,  24, 
33,41,47,  40,  SO,  51,  52,  S3, 
S4.  SS.  61.80.84.8s.  178.467 

Arciconfratemita  di  S  Maria 
della  Mortc  52 

Cathedral,  see  below  S  Petronio 

Copyrighted  n 
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Bologna  -  contd. 
Commedia  a  li  musici  36 
Palazzo  Formagliari  459;  Tcarro 

Guastavillani  52,  53.  4_5_Q_  478 
printing  and  publishing  15  16, 

38.40.  SO.  SI.  S2.  S3.  S4.  SS. 

178, 470, 484, 400 
SS  Accademici  Unanimi  55 
S  Barbara,  Congregazione 

dell'Oratorio  453 
S  Francesco  25,  53 
S  Giovanni  in  Monte  41 
S  Michele  in  Bosco  453; 

Accademia  dei  Floridi,  see  above 

Accademia  dei  Filomusi 
S  Petronio       1L  41,  42,  SPj 

SI.S2.  S3.  S4,  41Q.4S8. 

464;  orchestra  54-S,  80.  478 
S  Rosario  55 

Tcatro  Formagliari,  see  above 
Palazzo  Formagliari  (Tcatro 
Guastavillani) 
Teatro  Malvezzi  IQ7,  463,  496 
Tcatro  Marsigli-Rossi  48s 
Bolongaro-Crevenna,  tL  238a 
Bonamico,  Pietro,  see  Guetfreund, 
Peter 

Bonanni,  Filippo  4Q0 
Bond,  Capel  267,  309 
Bonn  8_2 

Bonn,  (Maximilian  Heinrich) 

Elector  of  212 
Bonn  court  217,  244;  Kapellc  243 
Bonnart  atelier  y_) 
Bonnet,  Jacques  too,  487 
Bonnet-Bourdelot,  Pierre  too 
Bonnct-Bourdclot  family  ioy 
Bononcini,  Antonio  Maria  42 
Bononcini,  Giovanni  25,  32,  33, 
41-2,  si,  S4,  $8,  70,  81,  83.  84, 
BO.  180,  240,  2SS,  2 SO,  28s,  286, 
287.  288,  2<M,  294.  2Q7,  301, 
303.304,412,419.  420.  425 
{ex.  3),       483^  483,  490,  4q___ 

Bononcini,  Giovanni  Maria  to, 

24,3^41,49,404,470 
Bononcini,  Giovanni  Maria  (son) 

[Angclo]  42 
Bononcini  family  41-2,  67 
Bonporti,  Francesco  Antonio  36, 

s8-Q,afli 
Bontcmpi,  Giovanni  Andrea 

[Angelini]  20j  88_,  182,  10  s, 

200,  203,  468,  478 
Borchgrcvinck,  Bonaventura  ijg 
Borchgrevinck,  Mclchior  179,  iisa 
Bordeaux  106 
Cathedral  ijjj 
Parliament  147 
Bordoni,  Faustina  1 1 ,  33,  42,  81. 

83. 1 04.  196,  197, 198,  211,  237, 

287,  288.  363,  4<H,  4'<5,  497 
Borgcs,  Maria  Cristina  330/? 
Borghese,  Giambattista  67 

514 


Borghese  family  6_4_  68 
Bbrner,  Andreas  204 
Bortoli  in 

Boschi,  Giuseppe  Maria  2^  287; 

see  also  Vanini,  Francesca 
Boston  (Massachusetts,  USA) 

in 

Botarelli,  G.  G.  501 
Botelero,  Enrique,  see  Butler, 

Henry 
Bottrigari,  Ercole  50 
Boucon,  Anne-Jeanne  133 
Bourbon  dynasty  Qi.9_7_.9A  124, 

12& 

Adelaide  (Princess)  30 

Anjou,  Duke  of      12s.  1 39;  see 

also  Spanish  monarchy, 

Bourbon  (Philip  V) 
Brittany,  Duke  of  97 
Burgundy,  Duke  off  see  below 

Louis  (Dauphin) 
Christine  (Princess;  Grand 

Duchess  of  Savoy)  i£ 
Conde,  Princes  of 

Louis  II  de  Bourbon  ['Le 

Grand  Conde']  no. 

Louis-Henri  247 
Conti,  Prince  of  1 10,  1x2 
Conti,  Princess  of  o___  101.  121 
Henrietta  Maria  (Queen  of 

England)  68__.  121.  279 
Hcnrictte-Anne  (Princess)  L2Q 
Henri  IV  [of  Navarre]  44, 45, 47, 

9i»2i  I2ii  LI8-!  U3i  L22,  127, 
449,  452;  see  also  Medici  family 
(Maria  de') 

Louis  (Dauphin)  122.  502,  503; 
see  also  Saxony  (Maria 
Joscpha);  Spanish  monarchy 
(Maria  Teresa) 

Louis  (Duke  of  Burgundy- 
Dauphin)  Qjj  109,  117;  eldest 
son  of  07;  set  also  Savoy  (Marie 
Adelaide) 

Louis  [Monseigncur]  (Grand 
Dauphin)  Qjj  98^  1 1 1,  112,  u& 

Louis  XIII  i8_,  91,  93,  94_,  109, 
HI,  119,  122, 127,  131,  132, 
134i  135i  '43,  320,  3S7. 160, 
367,  439,  4 S3,  4$6,  457,  4S9; 
see  also  Habsburg  dynasty 
(Anne) 

Louis  XIV  127-8 
as  dancer  ____  93-4,  106,  128, 
4j_3i  464.  466.  469 
dedications  to  8_3_  106,  344 
as  patron  q;  6,  100,  103.  107, 
10S,  1 10,  11 1,  1 16,  117.  1 19. 

123  4.  LiSi  LiA  13°.  11L  Liii 
134.  136,  137.  139.  143,  '43. 

145.  I9J.  <98,  __L4.  409.  414. 
4T«L  4ft_j„  4"8,  470.  47',  47q 
as  ruler  9_i_  93  s,  96,  9_z_  _2_i_ 
129,  M2.  104.  2^,  2>4.  uo, 
321 


wedding  celebrations  (1660-2) 
25,  93,  i07_.  i_i2_  i__5_  128.  132, 
143,  329,  465,  466 
see  also  Spanish  monarchy 
(Maria  Teresa);  Maintenon 
(Mme  de) 

Louis  XV  91,  93,  98,  99,  102. 
103,  107,  us,  120,  122,  134, 
137,  130,  143,  144,  US,  S04;  see 
also  Polish  monarchy  (Marie 
Leszczynska) 

Maine,  Duchess  of  98^  110,  134, 
486 

Orleans 

Gaston  (Duke  of)  116. 126, 134, 
13i 

Marguerite  Louise  d'  (Grand 
Duchess  of  Tuscanv)  8_2_  86_ 
466 

Marie-Louise  d'  (Queen  of 
Spain)  iio_  !____,  330.  34- 
Philippe  I  [Monsieur]  (Duke) 
06,  no,  122;  see  also  British 
monarchy  (Henrietta) 
Philippe  II  (Duke;  Regent)  oj, 
96,  98,  100,  ioi,  107,  1 10,  112, 
119,  134,136,  142,  477,  487; 
mistress  of  42 
Toulouse,  Count  of  136 
see  also  France;  Paris;  Versailles 

Bourdclot,  Pierre  109, 
Bourgeois,  Thomas-Louis  101. 
109 

Bout  my,  Josse  323 
Bouvard,  Francois  101.  132 
Boiiys,  Andre  u  s.  131 
Bouzignac,  Guillaumc  144 
Bovicelli,  Giovanni  Battista  426 
Boyce,  William  264, 267. 272, 273, 

274-S,  284,  28s,  202.  204.  300. 

303.  304.  306.  3O0.  313.  SOO 

Boyd  Neel  String  Orchestra 
443 

Boy  vin,  Jacques  144.  145 
Braccioli,  G.  200 
Braccgirdlc,  (Mrs)  Anne  2&1 
Brade,  William  159-60.  1(14,  169, 

I7014_5J 
Brady,  Nicholas  477 
Braganza,  (Teodosio  II)  Duke  of 

346;  see  also  Portuguese 

monarchy  (John  IV) 
Brahms,  Johannes  us.  iba 
Brandcnburg-Bayrcuth, 

Margrave  of,  see  Bayreuth, 

Margraves  of 
Brandenburg  court,  see  Berlin 

court 

Brandenburg  monarchy 
(Brandenburg-Prussia  after 
1648) 

Christian  Ludwig  (Margrave) 

205.490 
Christian  Wilhelm  (Margrave) 

L9J 


Copyri 
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Fricdrich  III  (Elector;  King  of 
Prussia  [Frederick  I])  165,  203; 
see  also  Hanover  court  (Sophie 
Charlotte) 

Friedrich  Wilhelm  ('The  Great 
Elector']  iso.  163,  170 
Johann  Fricdrich  (Margrave) 

L2I 

Johann  Sigismund  (Elector)  ibUj 

Philipp  Wilhelm  (Margrave)  222 

Sigismund  (Margrave)  201 

see  also  Ansbach  court;  Bayrcuth 

(Margraves  of);  Berlin  court; 

Prussian  monarchy;  Schwcdt 

court 

Brandi,  Giovanni  Pcllcgrino  54 
Brccht,  Bcrtold  283 
Breda,  Church  of  Our  Lady  316 
Brehy,  Picrre-Hercule  316 
Breitkopf,  Bernhard  Christoph 

422 

Breitkopf  &  Hartcl  489 
Bremen  i;q 
Bremner,  Robert  283 
Brescia  28,  31^  35,  36,  38^  8n 
Cathedral  24,  29,  35,  39 
Collcgio  dci  Nobili  i±  38 
Congregazione  dell'Oratorio  di  S 
Filippo  Ncri  24 
Brescia,  Chamberlain  of,  see 

Marcello,  Benedetto 
Bresciancllo,  Giuseppe  Antonio 
240 

Brcslau  32,  163!  183,  187^  ioj, 
102 

Elisabethkirchc  ioj 
Stadtthcater  orchestra  89 
Breslau  and  Bressanone,  Bishop 
of,  see  Habsburg  dynasty  (Carl 
Joseph) 
Brcslau  court  225,  250,  282 
Carl  Philipp  (Count)  225 
Brcssan,  Peter  27s,  306 
Brcssand,  Fricdrich  Christian 

1 bo,  480 
Breughel,  Jan  325 
Brcval,  Jean-Baptistc  Scbasticn 
102 

Brewer,  Thomas  3  1 1 

Briegcl,  Wolfgang  Carl  215-16, 

216,  224 
Bristol  zin 
Cathedral  292 
St  Mary  Redcliffe  292 
British  Isles 
Gvil  War  (1642  6)  266,  278, 

294,297,  300,3" 
Commonwealth  (1649-60)  266. 
278,  279,  284,  2Q2,  2Q3,  2Q7, 
298,  322, 31 L  4br,  466;  Festival 
of  Sons  of  the  Clergy  404 
Gunpowder  Plot  (1605)  276, 450 
Restoration  (1660)  JJjj  263,  264, 
26s,  268,  274,  281,  284,  292, 


293,  294,  297,  298,  300,  ^07, 

311,  3 '3,  367,  4 '2,  4'^.  4'>4 
see  also  British  monarch); 

Dublin;  Edinburgh;  London; 

London  court;  Oxford 
British  monarchy 

Anne  (Princess  Royal)  pi.  ij,  84, 
272,  288,  289;  see  also  Orange, 
Prince  of 

Anne  (Queen)  272, 277, 286,  287, 
292,  293;  see  also  Danish 
monarchy  (George) 

Charles  I  (King)  121,  264,  268, 
278,  279,  293,  295,  206,  361, 
4S<>;  Prince  of  Wales  264  5, 
278,  281.  298,  299,  313;  see  also 
Bourbon  dynasty  (Henrietta 
Maria) 

Charles  II  (King)  pi.  30^  7^  8^ 
1 10,  248,  264,  265,  268,  274, 

277,  278,  280,  284,  28s.  20^ 
297,298,  299,301,367,414, 
466;  see  also  Portuguese 
monarchy  (Catherine  of 
Braganza) 

Elizabeth  (Princess;  Electress 
Palatine  of  Heidelberg)  275, 

278,  ill 

Elizabeth  I  (Queen)  225,  280. 

281,  299,  440 
Frederick  (Prince  of  Wales)  83, 

272.  2%  £t^  303,  304,  4j6 

George  I  (Elector  of  Hanover; 

King)  80,  84,  273,  283,  285, 

287,  288,  487,  48S 
George  1 1  ( 1  .lector  of  Hanover; 

King)  288.  291,  493;  see  also 

Ansbach  court  (Caroline) 
George  III  (King)  305 
Henrietta  [Madame]  (Princess; 

Duchess  of  Orleans)  L22 
Henry  (Prince)  264,  281,  299, 

308,  3»3 
James  I  (King)  133,  264,,  275, 

276,  280,  295,  320;  see  also 
Danish  monarchy  (Anne) 

James  II  (King)  pi.  30,  855  26^ 
268.  274,  277,  280,  282,  28=;, 
297,  299,  30',  306;  Duke  of 
York  1  to;  see  also  Estc  family 
(Maria  Beatrice  d*) 

Wrilliam  [William  III]  (King) 
and  Mary  (Queen)  pi.  30,  264, 

277,  281.  282,  30 1.  306 
see  also  London  court 

Brito,  Manuel  Carlos  de  336a 
Brittany  127,  292,  453 
Britten,  Benjamin  283 
Britton,  Thomas  267,  273,  275, 

286.  311.  323,  471 
Brixi,  Frantisek  238 
Brixi,  Simon  238 
Brno  89 

Broadwood,  John  305;  see  also 
Shudi,  Burkat  (daughter  of) 


Brockcs,  Bart  hold  Heinrich  168, 

L7_L  173,  287,48s 
Bronncr,  Christoph  \j\ 

Bronner,  Gcorg  160,  171 
Broschi,  Carlo,  see  Farinclli 
Brossard,  Sebastien  de  98^  99. 

■02",  114,  I26-7,  128,  144, 
144-5,  284,  376,  40;,  410.  47". 

Broughton,  Rev.  Thomas  503 
Brown,  Howard  Mayer  365 », 

434* ,  446n 
Brown,  J.  336W 
Bruges,  St  Donatian  316 
Bniggen,  Frans  444 
Briihl,  Count  187 
Bruhns,  Nicolaus  160,  179 
Bruna,  Pablo  ['El  ciego  de 

Daroca']  3321 341 
Brunelli,  Antonio  44,  355 
Brunetti,  Domenico  5^  458 
Brunswick  159,  165,  193,  223; 

Marienkirche  224 
Brunswick  court  pi.  j,  28,  164, 

169, 172, 196,  250,  322 
Anton  Ulrich  (I)ukc),  see 

Wolfcnbuttcl  court 
Johann  Fricdrich  (Duke),  see 

Hanover  court 
Bruns  w  ick-Luncburg 
August  (Duke)  203 
August  the  Younger  (Duke)  pi. 

2,  164;  see  also  Mccklcnburg- 

Gustrow  (Sophie  Elisabeth) 
Wilhelmine  Amalia  (Empress  of 

Austria)  8_0j  236 
Brunswick-  Wolfcnbuttcl 
Elisabeth  Christina  (Empress  of 

Austria)  250^  25J,  258 
Heinrich  Julius  (Duke)  ih2 
Brunswick-Wolfenbiittel,  Prince- 
Bishop  of,  see  Iburg  court 
Brunswick-Wolfenbiittel  court, 

see  Wolfenbuttel  court 
Brussels  32,  60j  62,  8^  86^  146, 

241,251,275,  3">323,  325, 

339,  451,  48T 
convent  of  English  nuns  2j±i 
Hotel  d'Orange  318 
Notre  Dame  du  Sablon  323 
Stc  Catherine  J24 
Stc  Gudule  [later  Sts  Michel  et 

Gudule]  (collegiate  church) 

24S1  316,  323, 324 
Theatre  de  la  Monnaic 

[Theatre  du  Quai  au  Foin] 

118,473. 

Brussels  court  253,  225,  318,  323, 
324,  325,  463;  Chapel  Royal 
3t8,  323,  324 
archducal 
Albert  (Viceroy  of  the  Spanish 
Netherlands)  225^  318,  323, 
324,  325;  see  also  Spanish 
monarchy  (Isabella) 

515 
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Brussels  court  contd. 

archducal  -  contd. 

Leopold  Wilhelm  (Viceroy  of 

the  Spanish  Netherlands)  324; 

see  also  Habsburg  dynasty 
electoral  16^  230,  244,  245;  see 

also  Bavaria  (Maximilian  II 

Emanuel) 
Brydgcs,  James  287,  293.  300,  488 
Buchncr,  A.  459 

Buckeburg  court  159.  164;  see  also 
Holstein-Schaumburg, Count  of 
Buckingham,  Duchess  of  42 
Buckingham,  Duke  of,  see  Villiers, 
George 

BufTardin,  Pierre-Gabriel  160, 

194,  195-6,  2QI 
Bukofzcr,  Manfred  xv,  xviin 
Bull,  John  225,  279,  283,  31^  12^ 

Bull,  William  />/.  30 
Buns,  Benedictus  316 
Buonamcntc,  Giovanni  Battista 
22,  IQO 

Burchardt,  P.  A.  181,  476 
Burgo  dc  Osma  341 
Burlington,  Lord  (Boyle, 

Richard]  42,  283,  303 
Burmcistcr,  Joachim  too,  451 
Burnacini,  Giovanni  143,  249 
Burnacini,  Lodov  ico  pi.  12^  82. 

'96.  *49,         *S4,  a$5,  468 

Burnacini,  Marc'Antonio  241; 
Burnacini  family  232,  249 
Burncy,  Charles  53,  58,  143,  264, 

275-6. 200, 292  3, 108.43$.  443 

Account  of  the  Mustcal 
Performances  in  Westminster 

Abbey  (1784).  423  4.  434" 
General  History  of  Musii  (1770 

89).  40,  81,  83,  84.  IPS,  267, 

272,  273.  2X    28s,  202,  300, 

310,  420,  434« 
Present  State  of  Music  in  France 

and  Italy  (1771).  12.  13,  16. 

i7»,  20,  oi,  7_2.  84,  8s,  3jj 
Present  State  of  .Music  in 

Germany,  the  Netherlands,  and 

the  United  Provinces  ( 1 773)  1 52, 

167.  317.  321 
Bur  well,  Mary  428 
Busch,  Fritz  443 
Buscncllo,  Giovanni  Francesco 

460 

Butcrnc,  David  109 

Butcrnc,  Jcan-Baptiste  109,  121, 

142,  471,483 
Buti,  Francesco  59,  82,  93,  04, 

106,  10Q,  462,  46s 
Butler,  Charles  310,  459 
Butler,  Henry  (Botelero,  Knriquc| 

321,  337 

Butler,  James  272 
Buttstett,  Johann  Hcinrich  174, 
18s,  186.  487.  488 

516 


Butzbach  court  - 
Philipp  V  (Landgrave)  210; 

brother  of  zih. 
Buxtehudc,  Dicterich  154,  159, 

160-1.  '62, 163, 16s,  173, 17S, 

179.  204,  257,  28s.  3QQ.  414. 

41 S.  4»8.  4«So,  482;  daughter  of 

163,  L7J 
Buyscro,  Dirk  472 
Byfield,  John  2^2 
Byrd,  William  276.  279,  283.  2Q9, 

312.  31.3.  404,  4S0.4SI.4S1 

Cabanilles,  Juan  Bautista  Jose 

337,  341 
Cabczon,  Antonio  dc  345,  387, 

404 

Caccini,  Francesca  ['La  Cecchina') 

44,  47.  67.  4S6 
Caccini,  Giulio  23^  43  4,  44^  4A 

47,  48,  67,  85,  3S2-S,  3S6,  3S7, 

361 ,380.400.  42ft  7.  i^h  434", 

449 

Caccini,  Orazio  434 
Caccini,  Scttimia  ['La  Flora']  44 
Caccini  family  44,  62,  62  450 
Cadiz  33 1,  ^46;  Cathedral  334. 

33A  H7 
Cactani,  Prince  m 
Caffarclli  [Majorano,  Gactano] 

7S,  81,  88,  290,  364 
Cahman,  Hans  Hcinrich  Liil 

Cahusac,  Louis  dc  138,  502,  503, 
504 

Caix,  Francois-Joseph  110 
Caix,  Marie-Anne  Ursule  dc  25, 
110 

Caix  d'Hervelois,  Louis  de  iiu 
Caix  family  1 10 
Calais  253 

Caldara,  Antonio  to,  24,  36,  66. 

81.  107,  176,  236.  237,  249, 

249-so.  2^  2^  23^  232 

28^,331.480,484,491 
Calderon  dc  la  Barca,  Pedro  328 

9, 332,  336i»,  337, 339, 341. 343, 

347.  463,  46j> 
Calegari,  Francesco  Antonio  25, 

39 

Calegari,  Isabella,  see  Isabella 

Leonarda 
Calvinism  155,  229,  316.  4(>o 
Calvisius,  Scthus  213,  449 
Cambcrt,  Robert  no,  111,  136. 

284.  468,  469;  daughter  119 
Cambridge 
Boyce  Festival  274 
Fitzwilliam  Museum  264 
University  272,  274.  278,  282, 
283.  284,294,  306.  307,  311. 
312 

Great  St  Mary's  305 
King's  College  27^  283,  312 
Pcterhousc  276 
St  John's  College  279,  284 


Trinity  College  Chapel  303 
Cambridge  (Massachusetts, 

USA)  460 
Camerata,  see  Florence 
Campion,  Thomas  276,  278.  295. 

29ft 

Campistron,  Jean  Galbert  de  475 
Campoforido,  Prince  of  338 
Campra,  Andre  97,  99,  100.  101, 
103,  1 10,  1 13,  1 16,  120.  121, 
125.  132,  133,  134,  13S,  136, 
138,  {Ah  '46.  477.  478.  479. 
481.481,485.490 
Campra,  Joseph  no. 
Canaletto  [Canale,  Antonio]  307 
Candi,  Giovanni  Pictro  485 
Canizares,  Jose  de  332 
Cannabich,  Christian  41)5 
Cannons  (Edgwarc)  287,  488 
Canterbury 
Cathedra]  284^  305,  308 
King's  School  308 
university  274 
Canterbury,  Archbishop  of,  see 

Abbot,  George 
Cape  it.  Carlo  Sigismondo  484, 
496 

Capel,  William  283 
Capclli,  G.  M.  pi.  22. 
Capoa  dc  Balzo  family  77 
Caporalc,  Andrea  J77 
Cappcran,  Gabriel  141,  503 
Capranica,  Prince  63 
Capricornus,  Samuel  Fricdrich 

192,  222,  240 
Caproli  [Caprioli  del  Violino], 

Carlo  59,65,94^  ioo^  ill,  128, 

132,  4ft4 
Carafa,  Fabrizio  72 
Carbonelli,  Giovanni  58,  6_i 
Carcassonne  144 
Cardoso,  Manuel  333,  344,  345 
Caresana,  Crist oforo  ['II 

Veneziano']  72^  72,  342 
Carestini,  Giovanni  X_r  107,  289 
Carcw,  Thomas  296 
Carey,  Henry  [pseuds.  Benjamin 

Bounce,  Sigr  Carini]  272,  276- 

7^2^2^306,496^498,  503 
Carignan,  Prince  of  19,  98,  103, 

y» 

Carissimi,  Giacomo  59. 
career  59^  60,  457,  464 
and  his  contemporaries  63^  65, 

13S,  240,  204 
music  39j  ho,  310 
pupils  jr.  59,  78,  29,  82,  8s,  08, 

in,  hq,  19s,  21  s,  222,  233. 

253 

style,  influence,  reputation  so. 
69,  iiL  114, 162,232,  244,410, 

Carli,  Gianrinaldo  38 
Carlicr,  Crcspin  142^  145,  324 
Carlino,  Giovanni  Giacomo  73 
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Carmelites  34$ 

Carnarvon,  Earl  of,  see  Brydgcs, 

James 
Carpio,  Marquis  del  6g 
Casalmaggiorc  (nr  Cremona)  2i_, 
^  9Q 

Casals,  Pablo  444 

Casanova  (dc  Scingalt),  Giovanni 

Giacomo  85 
Casati,  Gasparo  l8 
Caserta,  Prince  of  89 
Casini,  Giovanni  Maria  48 
Cassani,  V.  88 

Castaldi,  Bellerofonte  81-2,  352 
Castel,  Louis-Bertrand  110-11, 
138 

Castel  Gandolfo  64 

Castcllani,  Giulio  Cesarc  8fi 

Castelldosrius,  Marquis  de  346 

Castelli,  Francesco  202 

Castelli,  Ottaviano  64 

Castello,  Dario  2^  394-6  (ex.  11) 

Castrato  singers,  5ft-  Annibali, 
Domenico;  Bernacchi,  Antonio 
Maria;  Bcrthod,  Blaise; 
Bontempi,  Giovanni  Andrea; 
Caffarelli;  Carcstini,  Giovanni; 
Cecconi,  Alessandro;  Chiarini, 
Giuseppe;  Conti,  Gioacchino; 
Dal  Pane,  Domenico;  Farinelli; 
Ferri,  Baldassare;  Grossi, 
Giovanni  Francesco;  Mannclli, 
Carlo;  Melani,  Atto;  Nicolini; 
Pasqualini,  Marc1  Antonio; 
Pistocchi,  Francesco  Antonio 
Mamiliano;  Scalzi,  Carlo; 
Scncsino;  Sportonio, 
Marc'Antonio;  Tosi,  Pier 
Francesco;  Vittori,  Lorcto 

Castro  y  Andrade,  Pedro 
Fernandez  de  347 

Castrucci,  Pietro  6_l,  277.  286, 
294 

Castrucci,  Prospero  277,  286. 
Castrucci  family  277 
Caswell,  Austin  B.  4U« 
Cattancis,  Claudia  dc  22 
Cattani,  Lorenzo  47 
Cavalieri,  Emilio  dc'  43,  44-S.  46, 

440 

Cavalli,  Federico  25,  27,  33 
Cavalli  [Caletti],  Francesco  26,-6 
career  22,  25-6.  468 
and  his  contemporaries  28,  31. 

4L  195,255 
operas  2S-6.  30,  33,  78,  329,  45Q 
Egisto  23,  116*  234,  460^  461 
Ercole  amante  25-6,  86-7,  93, 

Ip6,  10ft,  112,  123,  128, 132. 
143,  466 

Scipio  affricano  jo,  85,  380-3 
(ex.  sL  385, 400,  461 
Xerxes  25, 76, 04, 112, 128, 132, 
46c 

pupils,  proteges  34  31 


style,  influence,  reputation  6q, 
82,  08,  401.  410.  4l8,  43Q 

Cazzati,  Maurizio  36,  40-50,  51, 
gg,  464,  467 

Cecconi,  Alessandro  60^  463 

Cecil,  (Sir)  Robert  278,  206 

Cecil  family  296 

Ccllc  court  1  so,  170,  204,  220. 

Cellier,  Jacques  368.  375*1 
Cercamanan,  Anne  Fonteaux  de 

ill,  118.  125 
Ccrcmonialc  parisiense,  see  Paris 
Ccrcrols,  Joan  332 
Cernohorsky,  Bohuslav  Matej  26, 

m 

Ccronc,  Pietro  337-8,  330.  352i 

452.  470 
Cerreto,  Scipionc  44^ 
Certain,  Marie-Francoise  1 1 1 
Ceruti,  Roque  335,  346, 346,  4H4 
Cervetto,  Giacobbe  Bascvi  277 
Ccsarini,  Carlo  Francesco  ['Carlo 

del  Violino']  66,  250 
Cesti,  Antonio  (Pietro)  8i 
operas  1L  It      ^  ^  462, 

464,  467.  468 

L'Argia  60,  82 

La  Don  465.  466 

// porno  tf  oro  pi.  II,  />/.  12,  xvi, 

48,  82,  86,  234,  2  3S,  249,  254, 

466,  468 
style,  influence  3J_,  69.,  82,  410, 

4'8,  430 
teachers  53,  82 
Cesti,  Rcmigio  82 
Chambonnieres,  Jacques 

Champion  ill,  115,  122,  126, 

13S.  251.  320. 460,  469 
Chambord,  chateau  dc  4OS,  4>><> 
Champesle,  Mme  3^0 
Chandos,  Duke  of,  see  Brydgcs, 

James 

Chantilly,  chateau  de  109, 127, 459 
Chanut,  Pierre  6a 
Charlemagne  149 
Charleston  (South  Carolina, 
USA)  221 

Charles  VI,  see  Habsburg  dynasty 
Charpentier,  Marc-Antoine  59, 
Q61 9Ji  08,  lor,  IPJj  lOJj  1 10, 

1 11-12.  113.  114,  1 16,  Il8.  125, 

128, 130,  133,  Ufh  !43j  L4L 

414.  444,  46Q,  470.  473,474, 

475,  477,  479,  480.  481 
Chartres  Cathedral  140,  145 
Chatcaudun  1 19 
Chatcauncuf,  Abbe  dc  108 
Cheb  247 

Chedeville,  Esprit  Philippe  ll2 
Chedeville,  Nicolas  L12. 
Chedeville,  Pierre  LL2 
Chedeville  family  iu 
Chellcri  [Keller],  Fortunato  82-3, 
218.  224 


Chester  275,  200 
Chiarini,  Giuseppe  112 
Chichester  263;  Cathedral  313 
Chigi,  Cardinal  61 
Chigi  family  66. 
Child,  William  277,  311 
Chiusiano,  Prince  of,  see  Carafa, 

Fabrizio 
Christiania  [Oslo]  170. 189 
Christie,  William  444 
Christie  and  Anscll  274 
Christina  (Queen),  see  Swedish 

monarchy 
Christout,  Marie-Francoise  102A 
Chrysandcr,  Fricdrich  115 
Cibbcr,  Collcy  272 
Cibber,  Susanna  Maria  [Arne, 

Susanna  Maria]  272,  277,  2(ji, 

308 

Gbber,  Theophilus  277 
Cicognini,  Giacinto  Andrea  25, 
82,  462 

Cifra,  Antonio  60-1.  62.  6s. 

Cima,  Giovanni  Paolo  10-20.  4^2 

Qmarosa,  Domenico  504 

Cisterna  89 

Citta  di  Castello  53 

Civita  Castellana  hh 

Clarke,  Jeremiah  274.  277-8,  279. 

281,  299,  478,  482 
Clayton,  Thomas  216,  272,  278. 

293,  294,  299.  303.  483.  484 

Clayton,  William  278 

Clemens  (non  Papa)  [Clement, 
Jacob] 316 

Clemens,  Joseph  244 

Clementi,  Muzio  303 

Qerambault,  Cesar-Francois- 
Nicolas  98,  1 13 

Qerambault,  Dominique  LL2 

Qerambault,  Louis-Nicolas  99, 
100,  101,  102.  1 12-13.  113. 
115,  122,  120,  L34i  144.  4*; 

Qerici,  Roberto  282 
Clerk,  (Sir)  John  68 
Clermont  132 
Clermont,  Count  of  lo8 
Clicquot,  Francois-Henri  113 
Qicquot,  Jean-Baptiste  133 
Qicquot,  Louis-Alexandre  113 
Clicquot,  Robert  113. 144 
Clicquot  family  113 
Cliveden  (-on-Thames)  272,  500 
Cobban,  Alfred  mzu 
Coburg,  (Johann  Casimir)  Prince 

of  183 
Coburg  court  162,  l86 
Cochran,  T.  336« 
Coclho,  Manuel  Rodrigues  454. 
Coimbra  333,  343 

Cathedral  343 

University  344 
Colbert,  Jean-Baptiste  94,  92, 113, 
Lib, 137 
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Coleman,  Charles  278,  27Q,  204, 
465 

Colin  de  Blamont,  Francois,  see 

Blamont,  Francis  Colin  de 
Colista,  Lclio  6r,  342 
Colista,  Mattci  6j 
Collassc,  Pascal  37,  i°3.  11 3.  126, 

1*2,  137,  140.  Ul,  473,  475, 

4J8 
Cologne 
Akadcmic,  see  below 

Musikalische  Gesellschaft 
Cathedral  217 

Musikalische  Gesellschaft  (oder 

Akademie)  £02 
printing  and  publishing  53,  144, 

31L45© 
Cologne,  Archbishop-Elector  of, 

see  Clemens,  Joseph 
Cologne  court  217,  322 
Colombi,  Giuseppe  lq 
Colonna,  (Cardinal)  Carlo  85,  87, 

286,468 
Colonna,  Filippo  41 
Colonna,  Giovanni  Paolo  4j_i  IL 

Colonna,  Lorenzo  jo 
Colonna  family  62,  70 
Compcnius,  Esaias  ikz. 
Compiegne  244 

Concarini,  Vittoria,  see  Archilei, 

Vittoria 
Concentus  Musicus  444 
Concerto  dcllc  Donne,  see  Ferrara 
Concert  Spirituel,  see  Paris 
Conde,  Princes  of,  see  Bourbon 

dynasty 
Conforto,  Nicola  330 
Confrerie  dc  St  Julicn-dcs- 

Menestriers,  see  Paris 
Congreve,  William  278,  281,  282, 

201,  303,  308,  312, 480, 49", 

502 

Conrad,  see  Zabern,  Conrad  von 
Conradi,  Johann  Georg  171.  173, 

174,413 
Constantin,  Louis  113,  1 18,  455 
Constantinople  17Q,  270. 
French  ambassador  to  ion 
Janissary  band  402,  501 
Constantinople,  Sultan  of  270 
Contarini  family  70 
Conti,  Francesco  Bartolomco  34, 

^49-  2 so,  2S4,  255,  2SQ;  see  also 

Lorenzani,  Maria  Anna 
Conti,  Gioacchino  ['Gizziello'] 

280 

Conti,  Princefss]  of,  see  Bourbon 

dynasty 
Contini,  D.  F.  472 
Conza,  Count  of,  see  Gesualdo, 

Carlo 

Cooke,  (Captain)  Henry  264,  278, 

27Q,  204,  46s 
Cooke,  (Catherine  234 
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Cooper,  K.  434W 

Copenhagen  47,  87,  178,  179,  180, 
180,  202,  4S4,  461 
( iharlnttcnborg  Theatre  504 

Helltgaandskirkcn  180,  182 
Holmens  Kirkc  ijJo 
plague  (1619)  i7j^  (171 1)  iM 
royal  opera  houses  180,  476,  481 
St  Nikolaj  1&2 
Trinitatis  Kirkc  iiJo. 
University  of  l8_i 
Vor  Frue  Kirke  iho 
Copenhagen  court  123,  150,  163, 

164,  175.  178.  I7Q,  180,  181. 

1 8.1,  202,  222  3,  241,  280.  4s8, 

460,  500;  see  also  Danish 

monarchy 
Coprario  [Cooper],  John 

[Coperario,  Giovanni]  265, 

276,  278,  284,  293,  2Q5,  2U0, 

29JL  AFL  4j6 
Corbctta,  Francesco  52,  83,  120, 
267 

Cordoba  (Argentina)  347 
Corelli,  Arcangclo  61 
and  his  contemporaries  48,  49, 
6j,  (&  66, 6j,  63, 126,225,250, 
385  A  3"),  32i,  342,  484 
homages  to  102,  1  is.  1 16,  no, 

4')  I 

influence  of  61,  83,  246, 312, 324, 

307-8,  413 
music  24,  20s,  411 

concertos  (op.6J  7,  61,  70,  99, 

261,  290,  486 

sonatas  (op.s)  xvi,  36,  38,  55, 
01,  100,  1 1 S  10,  308,  3  1  o,  412, 
480 

trio  sonatas  (opp.i-4)  41,  51, 

53,60,  or,  23^336,338,472, 

474,  475,  477 
pupils  and  proteges  19,  s8,  61. 

68,  217^  277,  283,  307,  320 
'Corelli  bows'  444 
Corneille,  Pierre  33,  1 13-14,  116. 

143.  160.  410.  462.  469 
Corneille,  Thomas  101.  133,  467, 

469,  471,  472,  477 
Cornet,  Pcctcr  318,  323 
Corradi,  Giulio  Ccsarc  26, 88, 478 
Corradini,  Francesco  330,  338, 

338,340,341 
Correa  de  Arauxo,  Francisco  338 
Corrcttc,  Michel  100.  114,  3*6, 

481,440,  59J 
Corri  43 

Corselli  [Courcelle],  Francesco 

jjo,  uA  338.  34°j  4yy 

Corsi,  Jacopo  45,  45,  46,  42,  48 
Corso,  Giuseppe  53 
Coryatc,  Thomas  361 
Cosimi,  Nicola  304 
Costa,  Afonso  Vaz  da  344 
Costa,  Andre  da 
Costa,  Sebastiao  344 


Costa  e  Silva,  Francesco  344,  487 
Costa  family  344 
Costanzi,  Giovanni  Battista 
['Giovannino  del  Violoncello'] 

pi.  3, 61-2, 255 
Cosyn,  Benjamin  278-9 
Cdthen  209, 490 
Lateinschule  134 
Lutheran  seminary  106 
Cdthen,  (Christian)  Margrave  of 

169;  see  also  Anhalt-Cothen 
Cbthen  court  154,  170,  204,  205, 

208,  209,  210,  449,  440,  488;  see 

also  Anhalt-Cothen 
Couchct,  Joannes  307.,  323,  325, 

Couchet,  Joannes  (uncle)  323 
Counter-Reformation  7,  60,  183, 
2JLL  223,  253,  254,  258, 325, 

323 

Couperin,  Armand-Louis  108. 
113.  118.  492;  mar.  to  daughter 

of  Blanche!.  Francois  Eticnnc 

Couperin,  Charles  m,  115 
Couperin,  Francois  1 14-15 
appointments  etc.  1 44,  142,  477, 
478,481,483 

I.  art  de  toucher  le  clavecin  (17 16, 

rev.  1717)  1 15,  488 
and  his  contemporaries  124 
ensemble  music       102,  490, 

4Q2,  4Q3 

early  sonatas  13, 38, 1 1 1,  114, 
123,  144 

Its  gouts-reiinis  99-100,  102. 

113,  U4-I5,  157,  397,  401 
influence  256.  324 
keyboard  instruments  108,  369. 

414 

keyboard  music  115,  145,  384, 
j&S,  411-12,  476.  486,  488, 

4<>o.  4')4 
sacred  music  35,  i 14 
Couperin,  Louis  1 1 1,  1 14,  lit, 

120-1.  122,  I2J,  126,  142,  143. 

2S1.  389,  322  (ex.  3],  3QO.  414 
Couperin,  Marguerite-Antoinette 

35,  114a  '  34,  494 
Couperin,  Marguerite-Louise 

lil!  134 
Couperin  family  324,  415 
Con  pi  I  let ,  Nicolas  113,  1 17,  473 
Courbois,  Philippe  L2Q 
Courcelle,  Francesco,  see  Corselli, 

Francesco 
Courville,  Joachim  Thibault  de 

352 

Cousser,  Jean  Sigismond,  see 
Kusser,  Johann  Sigismund 
Coventry  267.  309 
Cathedral  303 
Holy  Trinity  30Q 
St  Michael  303 
Coypcu,  Charles,  see  Dassoucy, 
Charles 
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Cramer,  David  136 
Crappius,  Andreas  163 
Cremona  xv,  14,  io_,  20  1,  22,  83, 

Piazza  S  Domcnico  21 
plague  (early  1630s)  13 
Cristofori,  Bartolomeo,  i_o.  45, 

192,  242,  360-70,  41S,  47" 
Crivellati,  Cesare  353 
Crivelli,  Gaetano  365 
Crocs,  Henri-Jacques  de  318,  323 
Croft  [Crofts],  William  266,  274, 

277,  *79,  204,  482,  486,  492 
Cromwell,  Oliver  233 
Cross,  Thomas  (father)  270 
Cross,  Thomas  279,  299 
Crowne,  John  83^  272,  205,  306, 
470 

Crozat,  Pierre  oj^  m 
Crozat  family  ij\ 
Criiger,  Johannes  167-8,  168,  462 
Crusius,  Simon  lM 
Cruz,  Filipc  da  344,  464 
Cuenca  Cathedral  341 
Cullen,  John  229. 
Cupis,  Francois  107,  1  10 
Cupis,  Jcan-Baptistc  116. 
Cupis  dc  Camargo,  Marie-Anne 
[4U  Camargo'l  U5-16,  m, 

Cury,  Marie-Louise  de  124 

Cuzco  Cathedral  335 

Cuzzoni,  Francesca  42^  54^  8ij  83, 

!2L  l&h  288,  364^  ^ojj  433 
Czarth,  Georg  162 
Czerny,  Carl  423 

Dagincour,  Francois  144,  14s 
D'Alembcrt,  Jean  Lc  Rond  138, 

U9i  140 
DairAhaco,  Evaristo  Felice  112. 

Mil  244 
Dall'Abaco,  Joscph-Marie- 

Clement  243 
Dall'Abaco  family  243 
Dalla  Casa,  Girolamo  426 
Dallam,  Katherine  z~o 
Dallam,  Ralph  273 
Dallam,  Robert  2jy 
Dallam,  Thomas  270 
Dallam  family  273 
Dalmatia  30 

Dal  Pane,  Domenico  53,  62 
D'Ambleville,  Charles  113 
D'Ambreville,  Anna  256 
Danchct,  Antoine  101,  110,  481 
Dancourt,  Florent  Carton  121 
Dandricu,  Jean-Francois  100. 

109,  11s,  116,  244.  482 
Dandrieu,  Jeanne-Francoise  1 16, 

244 

Dandricu,  Pierre  1 16;  daughters 

of  134. 
Dangcau,  (Philippe  dc 

Courcillon)  Marquis  of  132 


D'Anglebert,  Jean-Baptistc- 

Henri  iifi 
D'Anglebert,  Jean-Henri  ui, 

i!4i  i**->4*i*Wl,Ay>iASi  («*■ 

6),  47  S,  48S 
Daniclis,  Daniel  143 
Danish  court,  see  Copenhagen 

court 
Danish  monarchy 
Anne  (Princess)  235 
Anne  (Queen  of  England)  1X0 
Christian  (Crown  Prince)  202; 

see  also  Saxony  ( Jnhann  Georg 

L,  daughter  of) 
Christian  IV  133,  163,  164,  I7i 

179,  180,  2Q2 
Christian  V  181.  476 
Christian  VI  179,  181,  500 
Frederik  IV  i8j 
George  (Prince;  consort  of 

Queen  Anne  of  England)  282 
see  also  Copenhagen  court 
Danzig  [Gdansk]  149^  154,  165, 

I7Q,  184,  18c,  209,  222-3,  22S, 

4^>o.  461 
city  council  162.  184 
Maricnkirche  162.  182.  183.  184, 

222. 

plague  (early  1600s)  225 
printing  and  publishing  460.  461 
St  Trinitatis  184 
Daquin,  Louis-Claude  113,  116, 

138,432 
D'Aquin  de  Chatcau-Lyon, 

Pierre-Louis  102.  102»,  116. 

120,  131 
Darmstadt  187,  188,  20a 
Darmstadt,  (Ernst  Ludwig)  Duke 

of  iji 

Darmstadt  court  isi,  194,  too, 
21^  1  h,  2 1 7,  22;,.  224,  240:  see 
also  Hcssen-Darmstadt 

Dart,  Thurston  434*1,  443-4, 
446» 

Dassoucy,  Charles  ['Coypeu']  93, 

114,  116.  462 
Daube,  Johann  Friedrich  446a 
D'Aubigny,  Agrippa  d'  106.  132 
Dauvcrgnc,  Antoine  124.  126. 
Davcnant,  (Sir)  William  27 t.  278, 

279,  284.  294.  296.  298.  4;m, 

465,  i^v,  4J0 
David,  Domenico  23,  254 
David,  LLX  15811 
Dean,  Winton  44611 
Dedekind,  Constantin  Christian 

[pseud.  4Con  Cor  D'J  1  si.  187. 

106.  204,  224 
De  Fesch,  Willem  217.  318,  310; 

mar.  to  Rosier,  Maria  Anna 
Degen,  Johann  453 
Degli  Antoni,  Giovanni  Battista 

52,425 
Degli  Antoni,  Pietro  52 

Degli  Antoni  family  52 


Dc  Grandis,  Vincenzo  ['II 

Romano']  83 
Dc  Grandis,  Vincenzo  83 
Dchault,  Sicur  dc,  see  Boessct, 

Jcan-Baptistc  dc 
Dcinl,  Nikolaus  218.  222. 
Delair,  Etienne  Denis  106.  uh 
Del  Bianco,  Baccio  pi.  20,  329. 

3J6» 

Del  Buono,  Gioanpictro  78,  460 

Delft,  Nicuwc  Kcrk  320 

Delia  Ciaia,  Azzolino  Bernardino 

45 

Delia  Roverc  family  4_,  135 
Vittoria  (Grand  Duchess  of 

Tuscany)  32, 48 
Del  P6,  Aurelio  307;  see  also 

Strada  del  Po,  Anna  Maria 
Del  Turco,  Giovanni  43,  46 
Demachy,  Sieur  1 16-17.  '4°,  474, 

425 

Dcmanstein  473 
Denis,  Jean  1 1 7 
Denis  family  117 
Dcnncr,  Jacob  323 
Denner,  Johann  Christoph  218, 
47J? 

Dcnncr  family  21& 
Denzio,  Antonio  237,  491 
Dering,  Richard  279-80 
Descartes,  Rene  60, 117, 1 37. 119, 

45^463 
Descoteaux,  Rcnc-Pignon  143 
Dcsmarets,  Henry  22,  101,  1 10, 

ill  U2i  LlSi  149 
Dcsmatins,  Mile  132 
Desplanes,  Jean-Antoinc,  see 

Piani,  Giovanni  Antonio 
Despreaux,  see  Boileau- 

Dcsprcaux,  Nicolas 
Destouches,  Andre  Cardinal  93, 

QOj  ipjj  103,  1 10, 117,  LLL  US, 

12^  1 32,  486,  402,  497 
Destouches,  Ncricault  134 
Dcutsch,  Otto  Erich  44 <»i 
Dcventer,  Bcrghkcrckc  175 
Devries,  Anik  ismi 
Dczais,  Joseph  M3 
Diderot,  Denis  1385  1321  '40 
Dicskau,  Carl  Heinrich  von  501 
Dicssener,  Gerhard  280. 
Dietrich,  Wolf  231,  2^8w 
Dicupart,  Charles  [rFrancois] 

280,233 
Dijon  132 
Academic  132 
Academic  dc  Musiquc  431 
Cathedral  [St  Etienne]  134 
Saintc  Chapcllc  98,  133 
I  )ilhcrr,  Johann  Michael  215,  219 
Ditters  von  Dittcrsdorf,  Car]  433 
Dobricht,  Johanna  Elisabeth  217 
Doles,  Johann  Friedrich  16.8 
Dollhopf,  F.J.  247 
Dolmetsch,  Arnold  412,  443, 446W 
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Donati,  Ignazio  3^  83-4 
Dona u worth  241,  489 
Doni,  Giovanni  Battista  4^  1 

323 

Donington,  Robert  434a,  444, 
44611 

Doria,  (Prince)  Giovanni  Andrea 
29 

Dornel,  Louis- Antoine  117-18 
D'Orneval  120,  121 
Dover  251 

Dow  land ,  John  144,  163,  268,  280, 

294,  295,  361,  409,  450 
Dowland,  Robert  280,  361 
Draghi,  Antonio  54, 232,  ^  251, 

2>4i  ^iii    »s2i  ca 

Draghi,  Carlo  Domenico  251 
Draghi,  Giovanni  Battista  251, 

280,  281.  298, 104.  470 
Drayton,  Michael  276 
Dresden  xv,  25,  31,  33,  40,  41, 

131.  i6j>,  186. 104-204,  208, 

209,  211,  219,  250,  251,  287. 

500 

Carnival  iq8,  494 
Frauenkirche  203,  211,  498 
printing  and  publishing  202-1. 

4J4j  4J5*  4&  ifcj  4261 

480,  485,  4Q3 
public  opera  house  78,  503 
Sophienkirche  104,  200,  211, 496 
town  band  169 
/win iter  palace  197,  198 

Hofkirche  (Catholic)  242 

Hot ! heat er  pi.  8,  !fi2i  468j  489, 

492 

Neues  Opernhaus  3j_,  198,  494 
Rcdoutcnsaal  32 
Dresden  court  28,  41,  48,  53,  62, 
79,81,84,87,  88,  89,  go,  91, 
151,  152,  154.  IQ.  167, 
177,  178,  180,  186,  195,  196, 
197,  198,  199,  200,  202.  203, 
211,  2l6,  2I7?  223,  224,  241, 
252,  409,  4S3j  45^1  4f,8,  459. 
472,  4Q4,  498 
Kapelle  79,  167,  170,  178.  182. 
184,  192,  200.  201-3,  213,  214, 
215, 22S,  47Q,  soi 
Russian  ambassador,  see 

Keyserlingk,  (Count)  von 
see  also  Hubertusburg;  Saxony 
Drese,  Adam  186,  lM 
Dresc,  Johann  Samuel  192 
Dryden,  John  274,  280-1,  284, 
289,  302,  304,  47Q,  476,  478, 

49i 
Driisicke  172 
Diiben,  Anders  von  179 
Diiben,  Andreas  60,  179,  322 
Diiben,  Gustaf  79^  160,  179,  470 
Diiben,  Gustaf  von  (son)  179 
Diiben,  Martin  129. 
Diiben  Collection  160,  195 
Diiben  family  179 


Dublin  27a,  277,  290-1,  296,  303- 
4,  307.  309.  310.  372.  500 
Christ  Church  Cathedral  291, 

m 

Mercers'  Hospital  291 
New  Music  Hall  (Fishamble 
Street)  xvi,  290^  304^  308,  501 
St  Patrick's  Cathedral  291,  303 
Smock  Alley  Theatre  494 
Trinity  College  224,  303 

Dublin,  Lord  Lieutenant  of  230 

Dubois,  Marie-Rose  L2Q 

Dubos,  (Abbe)  Jcan-Baptiste  1185 
489 

Dubourg,  Matthew  275,  283,  291, 

310,  424,  493 
Dubuisson  118,  141,  467 
Du  Caurroy,  Eustache  1 18,  119. 

451.  *!>2 
Dufaut  118 

Dufourcq,  Norbert  i02n 
Dulcken,  Anton  323 
Dulcken,  Johan  Daniel  323 
Dulcken  family  323 
Du  Liz,  Francois  126. 
Dulwich  College  -70 
Dumanoir,  Guillaumc  118, 464 
Du  Mont  (de  Thicr),  Henry  118^ 

130, 140,  316. 463.  466. 468, 

474 

Duni,  Egidio  24,  29 

Duparc,  Elisabeth  ('Francesina'] 

281,  290 
Duphly,  Jacques  118. 
Du  Plessy,  Francois  119 
Duport,  Jean-Louis  107,  504 
Duport,  Jean-Pierre  107 
Du  Pradel,  Abraham  141 
Duprez,  Gilbert  36511 
Dupuy,  Hilaire  f'Hilairc']  107, 

III,  m8j  I2j 

Durante,  Francesco  72, 73, 74, 75; 

Durantisti  74 
Durastanti,  Margherita  84,  89, 

286.  287.  289 
D'Urfey  [Durfey],  Thomas  281. 

281,  301 

Durham  309;  Cathedral  279,  305 
Durlach  court  192,  240,  241 
Duron,  Diego  338 
Duron,  Sebastian  339^  338^  34J, 
481 

Duron  family  138 

Dusseldorf,  Spiritual  Council  for 
the  Palatinate  164 

Dusseldorf  Palatine  court  34,  48, 
71,  80,  86,  200,  216,  217,  2i8, 
224.  22s,  242,  286,  287,  321, 

Johann  Wilhelm  I  (Elector 

Palatine)  8i_,  83, 89^  164  5,  200, 

217,  218,  321 
see  also  Palatine  courts  of 

Heidelberg;  Mannheim; 

Neuburg 


Dutch  Reformed  Church  320 
Duval,  Francois  100. 118=19, 136. 

215^482 
Duval,  Jean  103 
Duval,  Mile  498 

Earle,  Giles  361 
East,  Michael  310 
East,  Thomas  276 
East  Friesian  court,  see  Esens 
court 

Ebeling,  Johann  Georg  168,  168, 
47Q 

Ebcrlin,  Daniel  178,  186,  220 
Ebner,  Wolfgang  233,  237,  251, 

251,  2S4,  357.462 

Eccard,  Johannes  163 
Eccles,  Henry  (the  elder)  a8j 
Eccles,  Henry  281 
Eccles,  John  266.  278,  279,  281. 

282, 299, 303, 308, 480, 482, 497 
Eccles,  Solomon  a&j 
Eccles,  Solomon  (nephew)  281 
Eccles,  Thomas  2&1 
Eccles  [Eagles]  family  281 
Edgcumbe,  Lord  68 
Edict  of  Nantes  (1598,  revoked 

1685),  see  France 
Edinburgh  141,  296,  477 
Holyrood  Castle  273 
Musical  Society  311-12 
Eggenberg,  (Johann  Sey fried) 

Prince  of  190 
Ehe,  Fricdrich  219,  501 
Ehe,  Georg  219 
Ehe,  Isaak  219 
Ehe  family  219 

Eichentopf,  Johann  Heinrich  372 

Eichstatt  244 

Eilcnburg  193 

Eilenstcin,  G.C  i&& 

Eisenach  178,  185,  186,  204,  205, 

223,431 
Gcorgenkirche  204 

Stadtpfeifer  204 

Eisenach,  Dukes  of 

Johann  Wilhelm  188 

Wilhelm  Heinrich  241 

Eisenach  court  174, 176, 177,  186, 

_  lM±  I99i  USi  241 
Eisenberg  189,  196 
Eisenstadt  court  247,  248;  see  also 

Estcrhazy  (Princes) 
Elector  Palatine,  see  Palatine 

courts  of  Dusseldorf; 

Heidelberg;  Mannheim; 

Neuburg 
El  Escorial  496;  monastery  of  332 
Elgar,  (Sir)  Edward  268 
Elias,  Jose  337,  338 
Elliot,  J.  H.  336s 
Ellis,  William  266.  311 
Elmenhorst,  Heinrich  E.  155 
Elvas  Cathedral  345 
Ely  Cathedral  282,  311 
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England,  see  British  Isles;  British 

monarchy;  London 
English  Chamber  Orchestra  444 
Enlightenment  i8j 
Enocq,  Etienne  113 
Erbach,  Christian,  pi.  ip^  199,  240 
Erbach,  (Georg  Ludwig)  Count 

of  340 

Erbach,  (Amalia  Catharina) 

Countess  of  240 
Erbcn,  (Johann)  Balthasar  1&1 
Erdmann,  Georg  209 
Erfurt  156, 1 8  s,  1 00, 487 

Academy  of  Sciences  ioo 

Gymnasium  185 

plague  (1683)  no 

Predigerkirche  18s,  186.  220 

University  of  171,  190 
Erlebach,  Philipp  Heinrich  160. 

186,  102 

Ernesti,  Johann  August  211 
Erwein,  (Count)  Rudolf  Franz  83 
Erythraeus,  see  Rossi,  G.  V. 
Esens  court  l86. 

Essex,  Earl  of,  see  Capel,  William 

Este  family  4^  68.  8s 
Alfonso  II  (Duke)  4,  352 
Ercole  I  (Duke)  49 
Francesco  I  (Duke)  38,  83 
Francesco  II  (Duke)  5.  10.  41, 
55,  6r,  85,  87 
Isabella  d'  85 
Leonora  d'  73 

Maria  Beatrice  d'  (Queen  of 

England)  85^  259 
see  also  Ferrara  court;  Modcna 

court 
Esterhazy,  Princes 
Nikolaus  166 

Pal  (Prince  of  the  Holy  Roman 
Empire)  242 
Eton  College  272,  279;  chapel  ,505 
Euripides  79 
Evans,  R.  238ft 
Eve,  Alphonse  d'  323 
Eve,  Honore-Eugene  d'  323 
Evelyn,  John  232,  278,  303,  no 
Everett,  Paul  ih 
Evora  Cathedral  333,  34^  346 
Exeter,  Lord  295 
Exeter  Cathedral  297 
Expilly,  Gabriel  nq,  no,  466 
Eyck,  Jacob  van  319,  320 

Fabri,  Annibale  Pio  ['Balino']  54, 
84,288. 

Facco,  Giacomo  [Jaime]  330, 

338-9.  340 
Facco,  Pablo  331^ 
Faenza  Cathedral  449 
Faggioli,  Michelangelo  72,  761 483 
Fago,  Francesco  Nicola  [4I1 

Tar  annuo'  I  72,  7J;  see  also 

Grimaldi,  Caterina  Speranza 
Fago,  Lorenzo  72,  24 


Fago  family  72-3 
Falckcnhagcn,  Adam  2  19 
Falco  (De  Falco],  Michelc  72,  7J 
Fano  Cathedral  zi 
Fanshaw,  (Sir)  Henry  308 
Fanshaw,  (Sir)  Thomas  308 
Fantini,  Girolamo  45-6,  375W 
Farina,  Carlo  106,  203,  456 
Farincl,  Jcan-Baptistc  119,  165 
Farinel,  Michel  1  iq;  mar.  to 

daughter  of  Cambert,  Robert 
Farinel  family  119 
Farinelli  [Broschi,  Carlo; 

Farinello]  pi.  21,  ijj  53^  -jSL  80. 

81, 84-S,  88,  »97,  237,  348, 277. 

289.  331.  ^8,  339.  343.  362. 

419,  4*3.  498 
Farnaby,  Giles  122 
Farnese  family  338 
Antonio  (Prince)  89 
Elisabctta  3 

Isabella  (Queen  of  Spain)  339 
Odoardo  19,  68,  437;  mar.  to 
Medici  (Margherita  de') 
Pierluigi  3 
see  also  Parma  court 
Fasch,  Johann  Fricdrich  176, 

186-7,  19I1  209,  214,  216,  485 
Fasch,  Karl  Fricdrich  Christian 
iM 

Fattorini,  Gabriele  442 

Faustina,  see  Bordoni,  Faustina 

Faustini,  Giovanni  25^  27,  461 

Faustini,  Marco  27 

Faustini  family  27 

Favart,  Charles  Simon  121 

Fedeli  [Saggionc],  Alcssandro  27 

Fcdcli,  Antonio  27 

Fedeli,  Carlo  27 

Fedeli,  Giuseppe  [Saggionc, 

Joseph]  27,  28,  134,481 
Fedeli,  Ruggicro  27,  2_i^s 
Fcdcli  family  27-8,  4s<> 
Federico,  Gcnnarantonio  75,  76, 

49S,  49,6 

Fehling,  Heinrich  Christoph  pi.  8 
Feind,  Bart  hold  171,  172 
Fcl,  Marie  iiq^  123,  133,  138 
Fcllcrcr,  K.  G.  434/; 
Felton,  William  3m 
Fenlon,  Iain  30  s« 
Feo,  Francesco  34,  72,  73.  255 
Ferand,  Ernest  (Thomas) 
Fernandcs,  Antonio  344,  345 
Fernandes,  Caspar  340 
Fernandez  de  Huetc,  Diego  339, 
481 

Ferrabosco,  Alfonso  132,  144, 
2ftl 

Ferrabosco,  Alfonso  (the  younger) 
i7QT  276.  281-2.  295,  298,  451 

Ferrabosco,  Alfonso  (grandson) 
282 

Ferrabosco,  Henry  282 
Ferrabosco,  John  282 


Ferrabosco  family  281-2,  412 
Ferrandini,  Giovanni  Battista 
m± 2  42 

Ferrara  xv,  3  4,  11,  30,  .31,  40, 

4Q-S1,  7*,  g&  15$ 
Accademia  dclla  Mortc  30,  31, 

52 

Accademia  dello  Spirito  Santo 

Cathedral  30,  55,  jr,  87 
Chiesa  di  S  Filippo  Neri  31 
Concerto  delle  Donne  352,  3 .so. 
449 

S  Vito  (Augustinian  convent)  49; 

Concerto  grandc  49 
Teatro  dclla  Sala  Grande  47,  65 
Tcatro  S  Stcfano  31 
Ferrara,  Cardinal-Archbishop  of 

40 

Ferrara  court  6^  73,  85,  356;  see 

also  Este  family 
Ferrari,  Benedetto  [Ferrari  'dalla 

Tiorba']  23.  28,  32,  234,  365*1, 

4SQ 

Fcrri,  Baldassare  L82 
Fcsch,  Willem  de,  see  De  Fesch 
Willcm 

Festing,  Michael  Christian  267. 

282,  283,  310,  40i  501 
Festing  family  272 
Feuillet,  Raoul-Augcr  119,  139 
Feustking,  Fricdrich  Christian 

482 

Fielding,  Henry  293 
Ficrszcwicz,  Daniel  182 
Finch,  (Sir)  Daniel  297 
Finck,  Hermann  35J 
Finger,  Gottfried  [Godfrey]  170, 

247,  267.  282,  308.  480 
Fiocco,  Jean-Joseph  316,  318. 

3*3.  4 

Fiocco,  Joseph-Hector  316,  323 
Fiocco,  Fietro  Antonio  244,  24s. 

316.  318.  323 
Fiocco  family  323-4 
Fiore,  Andrea  Stcfano  18,  259 
Fiorc,  Angclo  Maria  ifi 
Fiorclli,  Carlo  215 
Fischer,  fcLG.  37511 
Fischer,  Johann  222 
Fischer,  Johann  Caspar 

Ferdinand  97,  240-1,  478,  481 
Flanders,  see  South  Netherlands 
Fleischhack,  J.  A.  169 
Fleming,  Paul  187,  214 
Fletcher,  John  297,  299.  302 
Flcury,  Nicolas  106.  119,  498 
Flipart,  G.  J.  pi.  21 
Flor,  Christian  159,  ihl 
Florence  xv,  ^  9,  25^  31 40, 43 

Q,  54,  65,  67,  71,  81,  83,  8s,  87. 

90, 128, 165, 192,  216,  2S0,  2S9, 

280,  285,  3SS,  356,  449.  479 
Accademia  degli  Klc\ati  4s,  4<>. 

48 
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Florence  -  contd. 
Accadcmia  degli  Immobili,  see 
below  Teatro  delta  Pergola 
Accadcmia  dc'  Sorgcnti  86 
Accademia  Fiorentina  47. 
Alterati  47 

Camcrata  6,  43,  44,  47,  50,  3S2, 

351,  154 
Carnival  47,  63 

Cathedral,  see  below  S  Maria  del 
Fiore 

Compagnia  dcU'Arcangclo 

Raftaello  46,  47 
Palazzo  Pitti  45,  47,  44Qj  452 
printing  and  publishing  44,  46, 

47^48,  10^  355,  449,  495 
S  Fclicita  10. 
S  Lorenzo  46,  47,  90 
S  Maria  del  Fiore  4ft,  4_7_,  48 
S  Michele  47,  48 
Teatro  Civico  Accademico  (Via 

del  Cocomero)  483 
Teatro  del  la  Pergola  47,  86,  464, 

488 

see  also  Diisseldorf  Palatine  court 

(Johann  Wilhelm  I) 
Florence  court  to,  43-7.  62.  67. 

68,  69,  8a.  247,  349,  360,  361, 

449;  see  also  Medici  family; 

Pratolino 
Florio,  Pietro  Grassi  196 
Foggia,  Francesco  fa. 
Fontaincbleau  68,  117,  12s.  127, 

140;  chateau  de  94,  101.  4^>, 

467, 424 
Fontana,  Carlo  66 
Fontana,  Giovanni  Battista  28 
Fontci,  Nicolo  28,  37 
Fontcio,  Giovanni,  see  Nielsen, 

Hans 

Fontenelle,  Bernard  Le  Bovier  de 
ILL  i  r^4QQ.  471.  472.47S 

Fontes,  Marquis  de  342 

Forkcl,  Johann  Nikolaus  189,  212. 
-u6« 

Forme,  Nicolas  118,  119,  121,  143 
Fornari,  Matteo  61 
Forqueray,  Antoine  106.  no,  118. 
iiQj  120,  133^  143^  144,  LZOj 

2l6.  244.413 

Forqueray,  Jean-Baptiste- 

Antoine,  119-20, 122,  503;  mar. 
to  Dubois,  Marie-Rose 
Forqueray  family  106,  1 19—20 
Forster,  Christoph  (Heinrich)  183 
Forstcr,  Kaspar  (father)  184.  222. 
223 

Forster,  Kaspar  59^  184, 182, 222- 
3^460 

Fortsch,  Johann  Philipp  97,  171. 

124142  b  422 
Foucart,  Jacques  125 
Foucault,  Henry  100, 120;  widow 

of  120. 
Fouquct,  Nicolas  87 


France 
Ancien  Regime  o_i 
French  Revolution  oj 
Fronde  (1648-52)  68,  87,  304, 

462,  464;  Frondeurs  97-8 
Nantes,  Edict  of  (1598,  revoked 

1685),  9J,  L22 
see  also  Bourbon  dynasty;  Paris; 

Paris  court;  Provinces 

(French);  Versailles;  Versailles 

court 

Franceschini,  Petronio  52 
Franciscans  22,  25,  S3,  &i 
Francischello,  see  Alborea, 

Francesco 
Franck,  Johann  Wolfgang  172, 

20i42L421 
Franck,  Melchior  187, 221 
Franck,  Salomo  187,  205,  ziq 
Franckc,  A.  fcL  187,  194 
Francoeur,  Francois  120.  139, 488, 

405,502 
Francoeur,  Joseph  L2Q 
Francoeur,  Louis  100.  120 
Francoeur,  Louis-Joseph 

['Francoeur  neveu1]  lzo. 
Franco-Spanish  War  60. 
Frankfurt  [am  Main]  45,  149-50, 

1S3.  12L  l7Al22j  2l6' 
218,  224,  242 

Barfiisserkirche  176,  192,  220. 
240 

collegium  musicum  176 
Coronation  of  Leopold  I  (1658) 

8_9,  217,  254,  258 
Gesellschaft  Frauenstein  176 
printing  and  publishing  45  6, 

214.  471.  473 
Frankfurt  an  der  Oder 
Maricnkirchc  L62. 
University  166 
Franz  Stcphan  (Duke  of  Lorraine) 

3.  see  also  Habsburg  dynasty 

(Maria  Theresa) 
Frederick  the  Great,  see  Prussian 

monarchy  (Frederick  II) 
Freiberg  174, 188,  105,  242; 

Cathedral  242 
Freillon  Poncein,  Jean  Pierre  480 
Freising,  prince-bishopric  of  244 
Freisslich,  Johann  Balthasar 

Christian  182 
Freisslich,  Maximilian  Dietrich 

Freisslich  family  182, 
Freithoff,  Johan  Henrik  179 
French  court,  see  Paris  court; 

Versailles  court 
French  monarchy,  see  Bourbon 

dynasty 

Frescobaldi,  Girolamo  33, 45,  62- 
3, 67,  68, 69,  27_,  140,  165,  183, 
333,  UL  iSL  251  386.  389 
90,  410,  450,  45T,  453,  458, 
459 


Freylinghausen,  Johann 

Anastasius  187 
Frcyse,  Albert  pi.  7 
Fridcrici,  Daniel  161 
Frigimelica  Roberti,  (Count) 

Girolamo  483 
Frobcrgcr,  Johann  Jacob  xvii,  62, 

US,  121,  140,  182,  183,  204, 

220,  233,  237.  251,  2SI-2,  252, 

Jl8, 120,  377  -8  (ex.  lL  389. 

392,  39L  45k  4&J 
Frouvo,  Joao  Alvares  344,  345, 

462 

Fruchtbringende  Gesellschaft,  see 

Weimar 
Fugger,  Marcus  240 
Fuggcr  family  242 
Fulda  court  215 
Fuller,  David  446*1 
Funck,  David  223 
Funckc,  Fricdrich  161,  l6_i 
Fux,  Johann  Joseph  pi.  ij,  xvi, 

8_L  167,  162, 174,  1^8,  201,  ^P4i 

UlL  2^2      234.  23s.  2A  237, 

238,  249,  2<?0,        2S3,  2S4. 

2SS-6.  2S6,  257.  259.  298.  47Q, 

487,491^492,501 
Fuzclicr,  Louis  101,  108, 120, 121, 

134,491,  438 

Gabrieli,  Andrea  iso.  234.  389, 

m 

Gabrieli,  Domenico  ['Mingan  dal 

viulunzaal']  52,  53 
Gabrieli,  Giovanni  xv,  28-9,  29, 

IL  15,  7-8i  I52i  U9i  l8o,  183, 
201,222,  234,  389,  391  2,  4Si 
Gagliano,  Giovanni  Battista  da  46 
Gagliano,  Marco  da  23,  24.  45, 46, 

47.  48.  36SW,  4SI.  4S7 
Gainsborough,  Thomas  305,  306, 

31° 

Galan,  Cristobal  329,  3j9_i  34L 
421 

Galilei,  Galileo  46 
Galilei,  Vincenzo  43-4,  46,  50, 
144 

Gallcsc  (nr  Viterbo)  184 
Galliard,  John  Ernest  89,  216, 

266.  282.  303 
Galli-Bibiena,  Alessandro  253 
Galli-Bibicna,  Carlo  253 
Galli-Bibiena,  Fcrdinando  253 
Galli-Bibicna,  Francesco  253 
Galli-Bibiena,  Giovanni  Maria 

253 

Galli-Bibicna,  Giuseppe  pi.  13, 
2Ji  253 

Galli-Bibicna  family  232, 253. 463 
Gallipoli  71 

Gallot,  Henry  Francois  (Sicur  dc 

Franlieu)  L2Q 
Gallot,  Jacques  120,  252 
Gallot  family  lm 
Gallot  le  jeune  2x8. 
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Galuppi,  Baldassare  ['II 
Burancllo']  !i  ?3i  29, 1L  22, 
34,255 

Gantez,  Annibal  122,  144,  145, 
460 

Gardiner,  John  Eliot  102a,  444 
Gamier,  Gabriel  120=1 
Garnier,  Louis  143 
Garrick,  David  272,  274,  276, 306, 

m 

Garth,  John  309 

Gasparini,  Francesco  3^  36,  63, 

67,  80,  8l.  170.  IQ2. 253,  2SQ, 

285,449,484 
Gasparini,  Michelangelo  3X,  hi 
Gasparini  family  62 
Gassmann,  Florian  Leopold  30, 

404 

Gates,  Bernard  4^  273,  274.  288 
Gatti,  Theobaldo  di  [Teobalde') 

100.  in,  481 
Gaultier,  Denis  ['Gaultier  le 

jeune']  116,  121, 132* 252, 463 
Gaultier,  Ennemond  [Me  vicux 

Gaultier']  116,  121,  463 
Gaultier  family  121 
Gautier,  Jacques  ['Gautier 

d'Angleterre']  121,  320 
Gautier,  Pierre  145,  474 
Gay,  John  xvi,  zbb,  283,  2S(),  287, 

30^303,488,494,496 
Gaye,  Jean  108 
Gdansk,  see  Danzig 
Gebel,  Georg  (the  elder)  187 
Gcbel,  Georg  187,  too 
Gebel  family  187 
Geffels,  F.  pi  u 
Geist,  Christian  179-80 
Geminiani,  Francesco  (Xaverio) 

61,  180,  248,  267,  277, 282, 283, 

2C&,  30^  ilO,  12T,  4J2 

434*.  486,  492 
Geneva  306;  Psalter  117,  320, 322 
Genlis,  (Mme)  Stephanie-Felicite 
du  Crest  de  Saint-Aubin  de!24i 
Gennaro,  Giacomo  19 
Genoa  5,42,70,  8a,  86,  89,249, 
2961502 
Ss  Annunziata  42 
Teatro  Falcone  jo,  86 

Gcoflfroy,  J  can-Nicolas  ui 

Gera  192,  209 

Gcrbcr,  Christian  190,  iq6,  476. 

482,  484,  48S 
Gerber,  Ernst  Ludwig  181.  193, 

216,  252 
Gerhardt,  Paul  167-8,  168 
German  courts,  see  Altenburg; 

Ansbach;  Arnstadt;  Bamberg; 

Bayreuth;  Berlin;  Bonn; 

Brunswick;  Butzbach;  Celle; 

Cologne;  Cothen;  Darmstadt; 

Dresden;  Durlach;  Diisseldorf; 

Eisenach;  Eisenstadt;  Esens; 

Fulda;  Gotha;  Gottorf; 


Giistrow;  Halle;  Hanover; 

Heidelberg;  Lburg;  Jena; 

Kassel;  Latvia;  Liineburg; 

Mainz;  Mannheim;  Merseburg; 

Munich;  Naumburg;  Neuburg; 

Oels;  Oettingen-Oettingen; 

Osnabhick;  Passau;  Potsdam; 

Rastatt;  Schlackenwerth; 

Schwedt;  Schwerin; 

Sondershausen;  Sorau; 

Stuttgart;  Weikersheim; 

Weimar;  Weissenfels; 

Wolfenbiittel;  Wurttemberg; 

Wiirzburg;  Zeitz 
Gesner,  Johann  Matthias  211 
Gerstenbuttel,  Joachim  ijj 
Gervais,  Charles-Hubert  98, 121, 

136,  140,490 
Gesualdo,  Carlo  (Prince  of 

Venosa;  Count  of  Conza)  2  v  62, 

73,  78,  204;  mar.  to  Este 

(Leonora  d') 
Gesualdo,  Isabella  dK 
Gesualdo  castle  23 
Ghent  320,  323,  324;  St  Bavon 

Ghersem,  Gery  (de)  339,  346 
Ghezzi,  Pier  Leone  249 
Ghignone,  Giovanni  Pictro,  see 

Guignon,  Jean-Pierre 
Ghivizzani,  Alessandro  44 
Giacobbi,  Girolamo  52 
Giacommelli,  Geminiano  &i 
Gianni,  N.  76 
Giardini,  Felice  de'  482 
Giardini,  Giovanni  Battista  jo 
Gibbons,  Christopher  284,  297, 

298,  304,  311 
Gibbons,  Orlando  270,  283-4, 

203,  312,  451 
Gibbons  family  283-4 
Gibbs,  Joseph  310 
Gigault,  Nicolas  121 
Gigli,  see  Lilius  family 
Gilles,  Jean  14S.  146 
Gillier,  Jean-Claude  121 
Gioberti,  D.  47 
Giraud,  Anna  40 
Giraud,  Paolina  40 
Gisberti,  Domenico  234 
Giustini,  Lodovico  (Maria)  46. 

495 

Giustiniani,  Lorenzo  452 
Giustiniani,  Olympia  66 
Giustiniani,  Vincenzo  63,  457 
Glarean,  Heinrich  193 
Gloucester  Cathedral  303,  487 
Gluck,  Christoph  Willibald  i2_, 

20,  24,  26,  S3,  29,  85,  87,  89, 

I4L  167.  213.  27S.  411.  SOI. 

502,504 
Gniezno,  Archbishop  of  185 
Gnocchi,  Pietro  29 
Gobert,  Thomas  121, 139, 143, 

464. 466 


Gobetti,  Francesco  14 
Godeau,  Antoine  122 
Godzich,  W.  336*1 
Goffriller,  Matteo  14,  20,  29,  34 
Goldbach  159 

Goldberg,  Johann  Gottlieb  1^4, 
212 

Goldoni,  Carlo  rr.  17a,  29,  29- 

30,  40,  400 
Gondy,  Jean-Francois-Paul 

(Cardinal  de  Retz)  94^  466 
Gonzaga  family  (Mantua)  3,  22. 

24,  44 

Anna  Isabella  (Duchess,  wife  of 

Ferdinando  Carlo)  51 
Carlo  II  (Duke)  107 
Eleonora  (1598- 1665)  (Empress 

of  Austria)  251 
Eleonora  (1628-86)  (Empress  of 

Austria),  7»,  75,  256 
Ferdinando  (Cardinal;  Duke)  23, 

46,  47;  mar,  to  Medici  (Cat anna 

dc') 

Ferdinando  Carlo  (Duke)  io,  29, 

240,  480 

Francesco  1  (Duke)  10. 

Francesco  II  (Duke)  in 

Vincenzo  I  (Duke)  10,  22,  23, 

4_sa;  see  also  Medici  family 

(Eleonora  de') 
see  also  Mantua  court 
Gonzague-Nevers,  Marie  Louise 

de  (Queen  of  Poland)  461 
Good  son,  Richard  310 
Good  son,  Richard  (son)  310 
Gopsall  311 

Gorczycki,  Grzegorz  Gerwazy 
1B2 

Goretti,  Alfonso  52 
Goretti,  Antonio  ['I'Ottuso']  52 
Gorner,  Johann  Gottlieb  209,  212 
Gossec,  Francois-Joseph  492 
Gostling,  (Rev.)  John  284,  362 
Gostling,  William  284 
Gostling  family  284 
Gotha  iso.  215,  22Q 
Gotha,  (Ernst  [the  Pious])  Duke 
of  177,  21s;  daughter  of 
(Landgravine  of  Hessen- 
Darmstadt)  215 

Gotha  court  185.  10a.  lot,  aat: 

Kapelle  186 
Gottingen,  University  of  1 56,  21 1, 

212 

Gottorf  court  162.  16s,  171;  see 
also  Schleswig-Holstein, 
Dukes  of 

Gottsched,  Johann  Christoph 

^ 189.  209.  212-13.  491 

Gottweig  (Lower  Austria), 
Benedictine  monastery  256 

Gotzel,  F.  J.  196 

Goupy,  Joseph  293 

Gouy,  Jacques  de  121=2 

Gozzi,  Gasparo  260 
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Grabu  [Grebus],  Louis  [Lewis] 
^  110.  273.  2&4,  306 
Graf,  Johann  187;  sons  of  187 
Graf  family  187 
Gramont,  Duke  of  126 
Granada  343 

Granata,  Giovanni  Battista  52,  83 
Grancino,  Giovanni  20j  21 
Grandes  Nuits  de  Sceaux,  see 
Sceaux 

Grandi,  Alessandro  22_,  30,  ^6, 

310,  454,  457 
Grandval,  Nicolas  Racot  de  122 
Granville,  George  281,  48^  500 
Grassineau,  James  284,  500 
Graun,  Carl  Hcinrich  tjj,  1  52, 

1S7.  167,  168,  i6q,  181,  200, 

201,  4m.  500,  501 
Graun,  Johann  Gottlieb  38,  168 

Oj  IOO.  2J-L 

Graun  family  166,  t68,  168-Q,  if>g 
Graupner,  (Johann)  Christoph 

168,  LILi  Uli  UJi  126, 12L 
187,  iqi,  208, 214, 2 is,  a  16. 

Gravina,  Gian  Vincenzo  254 

Graz  8_2,  248^  453 
Ferdinandeum  (Jesuit)  233,  252 
University  of  (Jesuit)  233,  246, 

Graz,  (Ferdinand)  Archduke  of, 

ste  Habsburg  dynasty' 

(Ferdinand  II) 
Graz  court  183,  258 
Graziani,  Bonifazio  5j_,  63 
Grazianini,  Cathcrina  Bcncdicta 

15J 

Great  Packington  312 
Greber,  Jakob  218,  24J,  297,  30J, 
482 

Greco,  Gaetano  7.1,  75,  77,  UQ 
Greece  4 

Greene,  Maurice  32^  42,  264,  267, 
274,  282^  284-s,  iPj,  303^  306, 
SOU,  487,  488,  4g2.4uS.4g 7 

Greer,  M.  R.  330W 

Gregori,  Giovanni  Lorenzo  36 

Gregory,  William  285 

Grciz  187,  183 

Grenoble  122.  144 

Grctry,  Andrc-Ernest-Modcstc 

Si  500 

Grcvillc,  Fulkc  275 
Grigny,  Nicolas-Antoine  de  126. 
145 

Grillo,  Giovanni  Battista  30,  38 
Grimaldi,  Caterina  Speranza  jz_ 
Grimaldi,  Nicolo,  see  Nicolini 
Grimani,  Maria  Margherita  253, 
486 

Grimani,  (Cardinal)  Vincenzo 

286.48; 
Grinon,  Nicolas  342 
Groningen  321;  St  Martin  321 
Grosley,  P.J.  5,  I7« 

524 


Grossi,  Giovanni  Francesco 

['Siface']  85,  85, 86 
Grua,  Carlo  Luigi  Pietro  216. 

Ml 

Grua,  Carlo  (Alisio)  Pietro  241. 
501 

Ghinewald,  Gottfried  172,  187, 

199,  217,  223 
Guadagnini,  Giovanni  Battista  in 
Guaetta,  Giovanna  80 
Guarini,  (Giovanni)  Battista  44 
Guarncri,  Andrea  10,  20,  32 
Guarncri  'del  Gcsu',  Bartolomeo 

Giuseppe  20 
Guarncri ,  Giuseppe  Giovanni 

Battista  2a 
Guarneri,  Pietro  Giovanni  2Q 
Guamcri  family  2D 
Guastavillani,  Marquis  of  4 SO 
Guatemala  City  Cathedral  335, 

346 

Guedron,  Pierre  122,  131,  357, 

360.  454 
Guerau,  Francisco  333 
Guerrero,  Francisco  338 
Guerrieri,  Agostino  404 
Guetfrcund,  Peter  [Bonamico, 

Pietro]  231,  246 
Guichard,  Henry  (Sieur 

d'Herapinc)  HQ,  122 
Guidiccioni,  Laura  44 
Guignon,  Jean-Pierre  [Ghignone, 

Giovanni  Pietro]  iOj  99^  103, 
^  iMj  126^  Lii  i_70j  491 
Guilford,  Baron,  see  North, 

Francis 

Guillemain,  Louis-Gabriel  iq, 

122.  L22 
Guise,  Chevalier  de  128,  461 
Guise,  Duchess  of  q8j  1 11,  112. 
^  128,  144,  471,  474 
Guise,  Hotel  de,  see  Paris 
Guldenlow,  Count  von  173 
Gunn,  Barnabas  311 
Gussago,  Cesario  451 
Gustrow  145,  164,  125 
Giistrow  court  159,  162;  see  also 

Mecklcnburg-Giistrow 
Gutierrez  de  Padilla,  Juan,  see 

Padilla,  Juan  Gutierrez  de 
Guzman,  Jorge  de  335 

Haas,  Ernst  Johann  Conrad  21Q 
Haas,  Johann  Wilhelm  219 
Haas,  P.  pi.  9 
Haas,  R.  434* 
Haas,  Wolf  Wilhelm  219 
Haas  family,  21Q,  210,  369 
Habermann,  Franz  242 
Hubert,  Germain  319 
Habsburg  court,  see  Vienna 

imperial  court 
Habsburg  dynasty  93^  220,  232, 

316,431 
Anna  (Queen  of  Spain)  49 


Anne  [of  Austria]  (Queen  and 
Regent  of  France)  65.  68,  80, 
9L97,  no,  123,  127,  132. 14Q 

Carl  Joseph  (  Archduke;  Bishop 
of  Breslau  and  Bressanone),  80, 

249,  343 

Charles  V  [Charles  I  of  Spain]  327 

Charles  VI  (Holy  Roman 
Emperor;  King  of  Bohemia) 
.13.  34, 40,  58,  78,  84, 107. 217. 

232,  ?J3i  *42i  250, 250, 25^ 
*54,  ^55,  256.  250,  485,  491, 
495;  see  also  Bohemia  (King  of); 
Brunswick-  Wolfenbiittel 
(Elisabeth  Christina);  Spanish 
monarchy,  Habsburgs 
('Charles  I  IF,  pretender) 

Eleonora  Maria  (Queen  of 
Poland)  249 

Ferdinand  II  (Archduke  of 
Graz;  Holy  Roman  Emperor) 
2Qj  35. 32)  62,  64, 8i,  224,  229- 

30,  2j2,  24Q.  251.  258. 

454,  455;  mar.  to  Gonzaga 
(Eleonora,  1598- 1665) 
Ferdinand  III  (Holy  Roman 

Emperor)  28,  34-  3i  23*» 

233,  235,  249,  251,  a$  1,  252, 
254, 252, 459,  461;  **  also 
Spanish  monarchy  (Maria); 
Gonzaga  familv  (Eleonora, 
■6a8-86) 

Ferdinand  I V  (King  of  the 

Romans)  233,  252 
Joseph  I  (Holy  Roman  Emperor) 

32.  42T  70-80.  IOO.  232.  233. 

250,  253,  254,  2S7,  484;  see  also 
Brunswick-Luneburg 
(Wilhelmine  Amalia) 

Joseph  II  (Holv  Roman 

Emperor)  85,  198 
Leopold  (infant  Archduke)  232 
Leopold  (Archduke)  108;  see  also 

Spanish  monarchy.  Bourbons 

(Maria  Luisa) 
Leopold  I  (Holy  Roman 

Emperor)  254 

as  composer  254,  467 

dedications  to  41,  53,  86,  232,  249 

as  patron  5T,  82,  212-1.  245, 

247.  2^2.254.  255.  256,  258. 
276,  270 

wedding  celebrations  (1688)  48, 
235,468 

see  also  Spanish  monarchy 
(Margareta  Teresa);  Tyrol 
(Claudia  Felicitas);  Pfalz- 
Neuburg  (Elcanora  Magdalcna) 

Leopold  Wilhelm  (Archduke) 
58,  2 si;  see  also  Brussels  court 

Margarita  (Queen  of  Spain)  328.  340 

Maria  Amalia  (Electress  of 
Bavaria)  24 

Maria  Josepha  (Archduchess; 
Electress  of  Saxony)  177 
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Mariana  [Maria  Anna]  (Queen 

of  Spain)  330,  463 
Maria  Theresa  (Holy  Roman 

Empress;  Queen  of  Bohemia) 

58,  8i?  80,  107,  2.16,  350,  255. 

ijjOi  257, IPii  daughters  of  255J 

jtt  also  Franz  Stephan 
Marie  Antoinette  (Queen  of 

France)  241 
Matthias  (Holy  Roman 

Emperor)  202 
Pragmatic  Sanction  250 
Sigismund  (Archduke)  86. 
see  also  Breslau;  Brussels; 

Dusscldorf;  Esterhazy,  (Pal); 

Graz;  Heidelberg;  Innsbruck; 

Mannheim;  Neuburg; 

Salzburg;  Vienna  imperial 

court 

Hacquart,  Carolus  217, 116.  317, 

3*9,  471 
Haiden,  Hans  215 
Haidcn,  Hans  Christoph  2io_ 
Hainlcin,  Hans,  21Q 
Hainlcin,  Michael  219 
Hainlein,  Paul  219,  221;  daughter 

of  221 

Hainlein,  Sebastian  (elder 

brother)  219 
Hainlein,  Sebastian  (younger 

brother)  213 
Hainlein  family  219,  313 
Hakenbcrgcr,  Andreas  1 82-3 
Hall,  Henry  264. 

Halle  153,  if>2,  171,  188,  194,  223, 
285,  286,  287,  291.483,4X8, 

404 

Gymnasium  191,  321 
Licbfraucnkirchc  i_54j  188,  *94, 

Maricnkirchc  193,  194 
Marktkirchc  191 
plague  (1636)  191 
senate  17J 

Ulrichskirche  187,  194 
University  of  157,  171,  172,  187, 

188.  194,  22J 

Halle  court  1  59,  102.  1  So,  [85  6, 

189,  190,  191;  see  also  Saxe- 
Wcisscnfcls  (Dukes  oO 

Halls,  Harmen  pi.  aj 
Hamburg  xv,  60j  87^  149,  150, 

iSL  L53i  I54i  LS6,  L52i  i£2i 
162,  165,  166-7,  «7<>,  «7Q-8, 
180,  181.  186,  195,  202,  208, 
116,  221.  223.  224-5.  28s,  287, 
307,  321,  322,  388,  482,  489 
ambassadors  to  153,  173 
Cathedral  (Lutheran)  1 56,  170, 

172, 224 
Catharinenkirche  155,  173,  175, 
204 

city  council  20S 
collegium  musicum  153,  168, 
178,  223,  46s 


Drillhaus  173,  177 
Gymnasium  171 
Heilig  Geist  hospital  171 
Johanncum  162, 171, 173,  174. 

175,  176,  177,  195,  304,  489 
Jakobikirche  t49,  LS3,  L55,  '74, 

178,20a 
'Lower  Tree-House'  tavern  177 
Michacliskirche  it_4_,  j_2j 
Nicolaikirchc  1(1},  171 
Opera  160.  161 ,  i<\\,  104,  109, 

171,  172,  173,  174,  175,  177, 

196,  223,  250,  28S,  413.  478, 

4S2,  49j,  490;  Theater  am 
Ganscmarkt  i^6j  165,  172,  2l6, 
471,472,481 

Petrikirchc  174,  lV 

printing  and  publishing  156, 
i.S7,  167,  170-8,  179,  !lL  190, 
i9iJ22,  ±5J,  45Si  A5h±At>°2 
475.  48.S,  480,  488,  490,  493, 
495,  4Q6,  498,  499,  500 

Ratsmusik  170,  17s;  Ratschor 

}J1 

river  Elbe  150 
St  Martin 

Teutschubcndcn  Gcsellschaft 
L7J 

Hamilton,  Newburgh  502,  503 
Hammcrlcin,  Daniel  202 
Hammerschmidt,  Andreas  163, 

187,  188,  224,  379 
Hancock,  Edward  322 
Handel,  George  Frideric  285-92 
and  J.  S.  Bach  204, 211.  212,  285, 

287,  494 
and  "borrowing'  I9_L  286.  289, 

200^  404. 

character,  personality  iM 

and  charity  290,  291 

church  music  285,  287-8,  486 

circle  of  acquaintances  2S6 

and  his  contemporaries  42,  49, 
Si.U.  6q.  88.  160,  161.  170. 
173.  176,  178,  180,  188,  189, 
'94,  216,  218,  277,  284,  28s, 
286,  287,  288.  289,  290,  291, 
295,  300,  304,  3Q5i  3061  309, 
310,  342,  419,  424 

dancers  142,  289 

in  Germany  285,  386-  7,  288. 
290,  291.482,  48  T 

illness  290,  291 

influence  of  181,  273,  310 

use  of  instruments  277,  369,  372, 

in  Ireland  290-1,  500,  501 
in  Italy  285-6,  288,  483.  48s 
librettists  24,  168,  171,  255,  277, 
283,  28s.  286,  287.  288.  289, 
290,  291,  293,  3QI,  303,  312 
in  London  286  92,  485 
operas  etc.  xi,  156,  172,  173,  177, 
1^1^266^226.27^,  222, 

2*2,  285,  286.  2ST,  2S8,  2*9, 


29Q,  291,  296,  417,  l82,  183, 
4S5,  486,  4*2:  488,  489,  49Q, 
491.  41)-.  49.v  494.  4'».v  49<>. 

HQ,  49S,  m>  500i  501 
oratorios  etc.  178,  261,  267,  277. 
28s,  286.  287,  288,  289,  290, 
291,  202,  ,306.  .310.  377,483, 
4*4.  488,  40* >.  498.  iOQ.  502, 
503,  £01 

Messiah  167,  195,  272,  277, 
290      2^  305.  joft,  504 
orchestral  music  267,  2S7,  288, 
289,290,291,398,488,  4<<7. 

499.  sOO.  S04 
in  Oxford  289 
patrons  iOj  66,  285-9 
as  performer  m,  262,  275,  434, 

44Q 

publishers  278,  28s,  286.  299, 
308,  321 

singers  25, 80, 8 1 ,  8  3, 84, 89,  277, 
281,  286,  287,  288,  289,  200, 
20I.2Q7.  307.  308.  364,422 

statue  290,  292 

style  and  influences  193,  412, 

413,  422,  431,436  " 
theatre  managers  287,  288,  303 
Hanover  163,  164,  165,  484,  4S5 
Gartentheater  in  Herrenhausen 
164,  190,  4-0;  Italian  opera 
company 
Marktkirchc  IOj 
Hanover  court  ~2l£  36-7.  83.  119, 
164,  165,  223,  224-5,  345, 28A 

282,4^5 
ambassador  to,  see  Montagu, 

Charles 
Ernst  August  (Duke;  Elector; 

Prince)  119,  164,  285 
George  (Elector),  see  British 

monarchy  (George  L  George  II) 
Johann  Friedrich  (Duke)  3^  83^ 

224 

Sophie  Charlotte  (Princess; 
Elcctress  of  Brandenburg; 
Queen  of  Prussia)  28,  5^  61^ 
164 

Hardel  [ArdelJ,  Jacques  1 1 1,  122 
Hare,  John  292,  308 
Hare,  Joseph  292 
Hare  family  29a 
Harlcy,  Lord  (Robert)  275,  312 
Harms,  Johann  Oswald  136 
Harnoncourt,  Nikolaus  444 
Harris,  Renatus  [Rene]  292,  305, 

m 

Harris,  Thomas  279,  292;  see  also 

Dallam,  Kathcrinc 
Hart,  James  470 
Hartig,  Count  203 
Hartley,  L.  P.  xi 
Haskell,  Harry  446*1 
Hasse,  Johann  Adolph  190-8 
appointments  196  8,  201,  211. 

494 

525 
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Hasse,  Johann  Adolph  contd. 

in  Berlin  152,  196,  197 

and  his  contemporaries  70,  74, 

152.  169,  170,  181,  1Q7. 

1^8,  200,  20^  27JJ 

in  Dresden  166,  iq6  8 
influence  156,  167,  198 
librettists  24,  196-7.  255,  252 
marriage  81^  196-8,  4QS;  i«  also 

Bordoni,  Faustina 
in  Munich  108 
in  Naples  196-7 
operas  196-8,  281,  289,  363-4 

(ex.  2),  400j  496^  4Q7 

Cleofide  168.  197,  *U 
sacred  music  197,  198 

/  Pellegrini  al  sepolcro  di  Nostro 

Signore  198,  501 
as  singer  106 
stage  designers  33^  252 
style  250 
teachers  70,  88. 
tours  196-8 
in  Venice  196,  108 
in  Vienna  iq6-8 
Hasse,  Nikolaus  15s,  1  (>8 
Hasse,  Peter  322 

Hassler,  Hans  Leo  187,  220,  222, 

240,  44Q.  452 
Hatton,  Sir  Christopher  311 
Haussmann,  E.  G.  212,  214 
Haussmann,  Valentin  219,  220, 

45° 

Haward,  Charles  292 

Haward,  John  292 

Haward  family  292 

Hawkins,  (Sir)  John  195, 267. 276, 

283,  28s,  292-1,  ^00,  ^04,  ai 
Haydn,  Franz  Joseph  88^  107,  248, 

2g2,  257,  275,  305,  366,  495, 

500 

Hayes,  Philip  267,  311 
Hayes,  William  267,  310-1 1 
Haym,  Nicola  Francesco  pi.  23, 
42,  87,  287, 193,  297,  303,  304, 
486,  487,  489,  491,  49a,  493 
Hayne,  Gilles  324 
Hcbenstrcit,  Pantaleon  176,  194, 
198-9,  200,  20^  2I2i  U3i 

242 

Heidegger,  Johann  Jakob  287, 

288,  289^253,  494 
Heidelberg  180;  University  of 

164 

Heidelberg  Palatine  court  164, 
ioo,  216,  217,  242,  247,  282, 
488 

Friedrich  IV  (Elector  Palatine) 
164 

Friedrich  V  (Elector  Palatine) 

275;  see  also  British  monarchy 

(Elizabeth) 
see  also  Palatine  courts  of 

Diisscldorf;  Mannheim; 

Neuburg 


Heinichcn,  Johann  David  151, 
174,  176,  187,  189,  IQI,  too, 
200,  201,  214,  446ft,  49J 
Hellendaal,  Pieter  318 
Hclmholtz,  Hermann  von  139 
Hclmont,  Adrien-Joseph  van  324 
Hclmont,  Charles-Joseph  van 

m 

Helmstedt,  University  of  iM 
Hemony,  Francois  316-17,  319, 
320 

Hemony,  Pierre  317^  310^  320 
Hemony  family  319-20 
Hcngrave  (Suffolk)  263.  313 
Henrici,  Christian  Friedrich 
[pseud.  'Picander']  168,  210. 

2Ji 

Henricus,  Nikolaus  234, 243;  mar. 

to  daughter  of  Berg,  Adam 
Herbert,  (Lady)  Henrietta  222 
Herbert,  Thomas  275 
Herbst,  Johann  Andreas  153,  21s, 

216,  220,  460 
Hereford  Cathedral  310,  487 
Hericourt  251;  see  also 

Wurttemberg  (-Montbeliard), 

Magdalena  Sibylla 
Heriot,  Angus  365B 
Herrando,  Jose  6j_,  331,  335 
Hcrtel,  Jakob  Christian  iM 
Hertel,  Johann  Christian  188 
Hertel,  Johann  Wilhelm  iM 
Hertford,  Earl  of  278,  296 
Hesse,  Ernst  Christian  188,  215, 

216-17;  see  also  Dobricht, 

Johanna  Elisabeth 
Hesse,  Landgraves  of,  see  Hessen- 

Darmstadt;  Hessen-Kassel 
Hesse,  Ludwig  Christian  217 
Hessen-Darmstadt 
Elisabeth  Dorothea 

(Landgravine)  224 
Georg  II  (Landgrave)  202;  see 

also  Saxony  (Sophia  Eleonora) 
Ludwig  VI  (Landgrave)  215; 

mar.  to  daughter  of  Gotha, 

Duke  of 

Ludwig  VIII  (landgrave)  298, 
zih 

Philip  (Prince)  10,  88 
see  also  Darmstadt  court 
Hessen-Kassel 
Friedrich  (Landgrave;  King  of 
Sweden)  83J  322;  see  also 
Swedish  monarchy 
Karl  (Landgrave)  82,  83 
Moritz  ['Moritz  der  Gelehrte'j 
(Landgrave)  i62j  2or,  202, 217, 
219;  son  of  217 
see  also  Kasscl  Court 
Heyther,  William  456 
Hicks,  Anthony  44»" 
Hidalgo,  Juan  pi.  20j  329,  330, 

337,  339.  339,  341,  343,  463. 
4"S,  470 


Hilairc,  see  Dupuy,  Hilairc 
Hildebrandt,  Zacharias  242 
Hildesheim 

Gymnasium  176 

Kapelle  2122 
Hill,  Aaron  286.  289,  485 
Hill,  Thomas  14 
Hiller,  Johann  Adam  198,  212, 
493 

1  Imgeston,  John  293,  301 
Hinsch  172 
Hintz,  Ewald  183 
Hintz,  Jacob  168,  224 
Hitchcock,  fcL  Wiley  36511,  434* 
Hitchcock,  John  293-4 
Hitchcock,  Thomas  293-4 
Hitchcock,  Thomas  (son)  293-4 
Hitchcock  family  293-4 
Hochbrucker,i Jakob  241,  489, 
501 

Hochbrucker,  Simon  241,  504 
Hochbruckcr  family  241 
Hochstadt  244 

Hodemont,  Leonard  (Collet)  de 
124 

Hofer,  Andreas  245,  246,  473 
Hoffer,J.J.  258 
HofTler,  Konrad  22J 
Hoffmann,  Melchior  201,  213 
Hogarth,  William  277,  283,  290, 

203,  308,  3 '2,  319 
Hog  wood,  Christopher  444 
Hohenems,  Jakob  Hannibal  II 

von  232;  see  also  Sidonia, 

Anna 

Hohenems,  (Count)  Kaspar  von 
23J 

Hohenems,  Marcus  Sitticus  von 

Ui  2.31-2,  453 
Hohenlohe  court,  see 

Weikersheim  court 
Hohenlohe  hymnbook  220 
Holberg,  Ludwig  i8j 
Holder,  William  .311;  mar.  to  sister 

of  Wren,  (Sir)  Christopher 
Hollander,  Herman  316 
Holman,  Peter  mm 
Holstcin  130 
Holstcin,  Duke  of  173 
Holstein,  (Friedrich  Ernst) 

Margrave  (Governor)  of  i8j 
Holstein-Gliicksburg,  Duke  of 

L&8 

Holstein-Schaumburg,  (Ernst 

III)  Count  of  164 
Holy  Roman  Emperor,  see 

Habsburg  dynasty;  Vienna 

imperial  court 
Holzbauer,  Ignaz  241 
Holzhauser,  Theresa  257 
Hooper,  Edmund  450 
Horace  200 

Horn,  Johann  Caspar  213 
Hotman,  Nicolas  116^  118, 122-3, 
126. 141 
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Hotteterre,  Jacques-Martin  ['Le 

Romain '  ]  12^  12^  483,  489 
Hotteterre,  Jean  414 
Hotteterre,  Louis  pi.  6,  124 
Hotteterre,  Nicolas  />/.  6^  1 24 
Hotteterre  family  ojk  112,  133, 

170,414  . 
Hove,  Joachim  van  den  120,  322 

Hovingham  Hall  (Norfolk)  292 

Howard,  Samuel  294,  478 

Hubertusburg  197,  198 

Hudson,  George  279,  294,  294, 

465 

Huet,  Gregory-  l8q 
Hughes,  Francis  204 
Hughes,  John  282,  293 
Hume,  Tobias  280,  294 
Humfrcy  [Humphrey]  Pelham 

264,  274,  278,  28  s,  24)4, 104, 

307,  470,  mar.  to  Cooke, 

Katherine 
Hummel,  Johann  Nepomuk  432 
Humphreys,  S.  436 
Humphries,  John  267,  294 
Hungary,  see  Bohemia;  Moravia; 

Silesia 

Hunold,  Christian  Friedrich 

['Menantes']  172 
Hurlebusch,  Conrad  Friedrich 

Ml  lil 
Husum  (Denmark),  Stadkirche 

m 

Huygens,  Christiaan,  320,  466 
Huygens,  Constantijn  III,  117, 
121,  123,  251,317,319,320, 

323 

Huygens  family  320 

I  burg  court 

Philipp  Sigismund  (Prince- 
Bishop  of  Brunswick- 
Wolfenbiittel)  225 
Iesi  (Pergola)  75 

II  Verso,  Antonio  7_8, 78 
India,  Sigismondo  d'  4^,  48,  7^, 

Industrial  Revolution  370 
Ingegneri,  Marc' Antonio  338 
Ingolstadt  230;  University  220- 

Innsbruck  41^  48,  58^  60,  82^  318, 

463;  Komodienhaus  82^  464 
Innsbruck,  Archdukes  of 
Ferdinand  Karl  4^  60,  82,  86, 
248 

Leopold  V  232,  248;  widow  of 
248 

Maximilian  II  248 
Innsbruck  court  (1628-30)  62,  82, 
216.  218,  242,  242,  248,  249, 
253,  282,  286,  343,  485,  4H8 
Governor  of  the  Tyrol,  see 
Mannheim  Palatine  court  (Carl 
Philipp) 
Ipswich  Musical  Society  310 


Ireland  272,  283,  493;  see  also 
Dublin 

Ireland,  Viceroy  of,  see  Hurler, 

James  (Duke  of  Ormonde) 
Irizar,  Miguel  de  341 
Isabella  Leonarda  [Calegari, 

Isabella]  18,  477 
Isnard,  Jeans-Esprit  146 
Italian  courts,  see  Ferrara; 

Florence;  Mantua;  Milan; 

Modena;  Naples;  Parma; 

Reggio;  Siena;  Turin 

I  v  a  no  vie  h,  Cristoforo  34 

Ives,  Simon  265,  296,  304, 458 
I  Virtuosi  de  Roma  444 

Jacchini,  Giuseppe  Maria  49,  53 

Jacobi,  Michael  161, 161,  ihh 

Jacobite  rebellion  (1745)  29J 

Jacquet,  Claude  123 

Jacquet,  Jehan  123 

Jacquet,  Nicolas  123 

Jacquet,  Pierre  123 

Jacquet  de  La  Guerre,  Elisabeth- 
Claude  98,      100,  ioi,  103, 
1 06,  HI,  115,  123,  125,  126, 

LLL  »4*j  -*44.  475-  47ft.  484 
Jacquet  family  123 
Janissary  band,  see 

Constantinople 
Janitsch,  Johann  Gottlieb  168, 169 
Jamaica  282 

Janovka,  T  onus  Baltazar  247,  481 

Jansenism  97,  98 

Janson,  Jean-Baptiste-Aime 

Joseph  107 
Janson,  Louis-Auguste-Joseph 

102 

Jarzebski,  Adam  183,  457 
Jaye,  Henry  294-5 
Jeep,  Johannes  220 
Jeffreys,  George  311 
Jelyotte,  Pierre  de  119, 123, 138 
Jena  190, 192,  219,  223 
court  186,  187 

University  159,  121,  L7A  UA± 

178,  18s,  187,  192,  219,  491; 
Kollcgienkirche  collegium 

musicum  185,  192,  491 
Jena,  (Bernhard),  Duke  of  186 
Jenkins,  John  293,  311,  311 
Jennens,  Charles  17,  290,  291, 

3".  SQO,  50^  503 
Jerusalem,  Ignacio  346 
Jesuits  6,  64^  92j  i  10,  1 1 1,  113, 

117,  320-30,  242,  244,  247, 

256 ,  258,  259,  342,  425 
Jews  6,  237, 238,  277 
theatrical  troupes  23 
see  also  Mantua,  Modena, 

Prague,  Venice 
J  ind  fichu  v  Hradec  castle  247 
Johann  Ernst  [the  younger] 

(Prince  of  Weimar),  see  Weimar 

court 


John  IV,  see  Portuguese 

monarchy- 
Johnson,  Robert  295^  295,  304, 

453 

Johnson,  Samuel 

['Hurlothrombo';  'Maggotty 

Johnson']  295 
Jommelli,  Nicolo  24,  34,  53, 72, 

89,  250,  486 
Jones,  Inigo  xi,  279,  282, 295,  295 
Jones,  Richard  295 
Jonson,  Ben  282.  295,  295,  296, 

451.  4S2,  4S3,  4s7 

Joseph  h  see  Habsburg  dynasty 
Josquin  Desprez  1 18,  337 
Jovernardi,  Bartolome  340 
Joycuse,  Duke  of  106;  mar.  to 
Vaudemont,  Marguerite  de 
Juvarra,  Filippo  pi.  ^  sjj  63 

Kaliningrad,  see  Konigsberg 
Kapsberger,  Johann  Hieronymus 
63=4 

Kapsberger,  Philipp  Bonifaz  64 
Karlsruhe,  see  Durlach  court 
Kassel  83^  164, 186,  189,  200,  2  i  s, 

22J" 

Ottoneum  217,  450 
printing  and  publishing  479,  488 
Kassel  court  28,  162.  201,  202, 

215,  219,  220,  224,  22s,  320, 

452,  493 
Kapcllc  2&Q. 
orchestra  215,  280 
see  also  H esse n- kassel 

Kauffmann,  George  Friedrich 

188,  191,  496 
Keiser,  Gottfried  172 
Keiser,  Reinhard  ifto,  109,  171, 

122, 172-3,  173,  174,  177,  106, 

216,  240.  28^  47L  4*1,  4*^ 

Keller,  Fortunato,  see  Chelleri, 

Fortunato 
Keller,  Gottfried  [Godfrey]  295 
Kclway,  Joseph  283,  342 
Kent,  William  pi.  17 
Kenyon,  Nicholas  44611 
Kerckhoven,  Abraham  van  den 

3?4 

Kerckhoven,  Melchior  van  den 
124 

Kerll,  Johann  Kaspar  59,  62,  164, 

204.  234,  235,  237,  244,  245 : 
?1L  253~4.  254,  257,  318^  324, 
465  . 

Keyserlingk,  (Count)  von  166, 

211,  212,  500;  son  of  166 
Kiel  161^  University  171,  178 
Kindermann,  Johann  Erasmus 
215,  219,  220,  221,  222,  224, 

S463 
King,  Robert  172,  295,  304 
King's  Company,  see  London 

(Blackfriars  Theatre) 
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King's  Private  Mustek,  see 

London  court 
Kinsley,  (Count)  Franz  Ferdinand 

38,  39,  358 
Kirchcr,  Athanasius  55,  59,  63, 

64,  60.71.  in.  100.  asi.  300. 

3",  463 

KirchhofT,  Gottfried  188,  103, 194 
Kirckman,  Jacob  268,  293,  295-6, 

IQS.  3Q7.  360 
Kirnberger,  Johann  Philipp  170, 

iQ.S,  296,  489 
Kittcl,  Caspar  199,  224 
Kittel,  Christoph  199 
Kittcl,  Johann  Christian  446/! 
Kittel,  Johann  Heinrich  199 
Klaj,  Johann  222 
Klausthal  Harz 
Klemm,  Johann  135,  159 
Knaus,  U.  23911 
Knights,  see  Orders 
Knocker,  E.  xviin 
Knollys,  (Lady)  Frances  272 
Kniipfer,  J.  N.  185 
Kniipfer,  Sebastian  213,  213.  215 
Kobelius,  Johann  Augustin  188, 

481 

Koch,  Heinrich  Christoph  376 
Konig,  Johann  Ulrich  von  177 
Konigsberg  [Kaliningrad]  149, 

165,  184 
Cathedral  159,  165;  school  165 
Kapelle  165 
University  165 
Konink  [Cooninck],  Scrvaas  de 

319,320 
Konskie,  Count  of,  see 

Malachowski,  Count 
Konstanz  jq,  242 
Korrcspondicrcndcn  Sozictat  dcr 

Musicalischen  Wissenschaften 

ISO.  176, i8oh?Q, 102,211,212, 

ma 

Kozcluch,  Johann  Anton  498 
Kraft,  Gcorg  Andreas  213 
Kraft,  Sebastian  Johannes  212 
Krakow  182,  181,  184 
Cathedral  183 
Dominican  abbey  183 
Wawel  Cathedral  Chapel  182, 184 
Krakow  court  Kapelle  183,  20J 
Krcbs,  Johann  Ludwig  188-9 
Krebs,  Johann  Tobias  1&8 
Kremberg,  Jakob  223,  224 
Krieger,  Adam  199-200 
Krieger,  Johann  189,  189.  222. 
Krieger,  Johann  Philipp  36,  55, 
67,  160, 174,  189, 189,  190, 196, 
199.  21H,  221^  223,  25j_,  477 
Kromifiz  court  245,  248;  seat  of 
Liechtenstein-Kastelkor  n , 
Karl 

Krul,  Jan  Hermanszoon  458 
Krumau,  (Johann  Christian) 
Duke  of  190 
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Kuchclbcckcr,  J.  B.  236 
Kuhnau  [Kuhn],  Johann  161. 

172.  174.  176.  186, 191,  193. 

199, 205,  208. 212. 213-14, 21s. 

216,  437.  474.  476.  477,  479, 

480,  490 
kuhncl,  August  223-4.  470 
Kiihnel,  Johann  Michael  223 
Kuijkcn  family  444 
Kuks  248 

court  theatre  248,  40 1 
monastery 

see  also  Sporck,  Franz  Anton 
Kulmus,  Adclgunda  Victoria  212 
Kunzen,  Adolph  Carl  161 
Kunzcn,  Johann  Paul  161,  321 
Kurland,  ( Fried  rich  Casimir), 

Duke  of  222 
Kiisscl,  M.  pi.  12 
Kusser  [Cousser],  Johann 

Sigismund  97,  »Si-2,  159,  160. 

173. 174.  'QO.  223,  224,  241, 

24ft.  4I3i  473 
Kutscher,  A.  238W 

La  Barre,  Anne  de  107,  1 1 1,  118. 

123,  125,  466 
La  Barre,  Michel  de  pi.  6j  95^  101, 
iai-4.  126,  L3A 4J>k  483.  484 
La  Barre,  Pierre  de  [23 
La  Bordc  [Laborde],  Jean- 

Bcnjamin-Francois  de  108.  124 
La  Bruycrc,  Charles- Antoine  Le 

Clerc  de  499 
La  Bruycrc,  Jean  de  124 
La  Camargo,  see  Cupis  de 
Camargo,  Marie-Anne 
La  Chesnaye  lqLl 
La  Costc,  G.J.  de  321 
La  Coste,  Louis  de  101,  124 
'Ladies  of  Ferrara1,  see  Ferrara 

(Concerto  delle  Donne) 
La  Fayette,  Mme  de  124 
La  Ferte,  Duchess  of  1  m 
L'Affilard,  Michel  124, 477, 482 
La  Fontaine,  Jean  de  i07j  124, 132 
La  Gardie,  (Count)  Magnus 

Gabriel  de  ijfc 
La  Guerre,  Elisabeth-Claude 
Jacquet  de,  see  Jacquet  de  La 
Guerre,  Elisabeth-Claude 
La  Guerre,  Marin  de  123 
La  Guerre,  Michel  de  404 
La  Hclc,  George  de  34J 
Lainez,  Alexandre  125,  134 
Lalandc,  Jeanne  124 
Lalande,  Marie-Anne  124 
Lalande,  Marie-Michelle  1^4 
Lalandc,  Michel-Richard  de 
['Latin  Lully']      95,  9A  04, 
101,  107,  108,  1 10,  1 13,  1 14, 
uj_,  n8,  121,  124-5,  127,  133. 
'37*        47ii  475,  482,486, 
4MQ.  4U4;  mar.  to  Cury,  Marie- 
I.ouisc  de;  Rebel,  Annc-Rcnee 


Lalli,  (Benedetto)  Domcnico  40, 

4i,24j  197, 48*;,  487 
Lalouette,  Jean  Francois  qj*  1 12i 

Lambert,  Madeleine  125 
Lambert,  Michel  I07j  118,  124, 

I3S.  14.1,  357,  300,  466 
Lambranzi,  Gregorio  30 
Lammcrhirt,  Maria  Elisabeth  204 
La  Motte,  Antoine  Houdar  de 

101. 110,  117, 125-6,470 
I.ampc,  John  Frederick  266,  272, 

273,  277.  289,  290,  296,  308, 

496,  49H;  see  also  Young, 

Isabella 

Lampugnani,  Giovanni  Battista 
29,85,255 

Landi,  L.  M.  jj& 

Landi,  Stefano  64,  65,  68,  458 

Landini,  Maria  250 

Landon,  EL  C.  Robbins  446ft 

Landowska,  Wanda  xiii,  443,  445 

Langhedul,  Jan  145,  324 

Langhedul,  Matthijs  145,  324 

Langhedul  family  145 

I^angrcs  Cathedral  jj^ 

Lanier,  Nicholas  284,  293,  295, 
206.  361.  4S3.  4S7 

Lanzetti,  Salvatore  18, 277,  497 

Laon  Cathedral  145 

La  Pierre,  Paul  de  18— 19 

La  Plata  Cathedral  <4f> 

La  Poupliniere,  Alexandre-Jean- 
Joseph  lc  Richc  de  98-9,  103, 
'*6,  1 33,  138,  140,  504 

La  Rochefoucauld,  (Francois), 
Duke  of  107,  124 

La  Rochelle,  siege  of  (1628)  127, 

La  Roque  101,  142 
La  Sclle,  Thomas  de  204 
Las  Palmas  Cathedral  338 
Lassus,  Ferdinand  de  243,  246, 
45Q 

Lassus,  Ferdinand  de  (the 

younger)  243 
Lassus,  Orlandc  de  xv,  22,  183, 

222.  230,  243.  3l6,  338,  450, 

451 

Lassus,  Rudolph  de  234,  243,  450 
Lassus  family  243 
La  Tour,  Quentin  1 19,  126 
La  Tournieres,  Robert  de 

[Levrac]  pi.  6 
Latvia  court  222;  seat  0/ Kurland, 

Duke  of 
Laurcnti,  Antonia  Maria  Novelli 

['La  Coralli']  53 
Laurenti,  Bartolomco  Girolamo 

52 

Laurcnti,  Girolamo  Nicolo  53 
Laurenti,  Pietro  Paolo  53 
Laurcnti  family  13,  53 
Lawes,  Henry  279,  205.  296,  298, 
361,458,  450,  462,  465 
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Lawes,  William  278,  293,  295, 
296.  304,  452,  4S8,  4S0.  462 
Lawes  family  279,  296-7 
Lazzarini  L2& 

Lebegue,  Nicolas-Antoinc  ill, 
121,  126,  142,  14s,  .121,  471, 
i8j 

Lc  Blanc,  Hubert      no,  in, 

HO,  131.  500 
Le  Camus,  Charles  Lit 
Le  Camus,  Sebastien  12.1,  Lit 
Le  Cene,  Michel-Charles  40,  hS, 

100,  317.  120.  121 
Le  Cerf  de  La  Vieville,  Jean 
Laurent  100.  102/1,  109,  115, 
127,  I2Q,  HO,  146,  146,  156, 
174,  411,482,487,400 
Leclair,  Jean-Marie  f aine  1  c>,  oo, 

126,  Hi  4J2,  iiii 

mar.  ro  Ruussel,  Louise 
Leclair,  Jean-Marie  /<•  ra</*/  126 
Leclair  family  Lzh 
Le  Clcrc,  Charles-Nicolas  ij^  177 
Lefebvre,  Louis  Antoine  i2j 
Lc  Gallois,  Jean  in,  122,  141 
Lc  Grand,  Louis-Alexandre  118 
Legrenzi,  Giovanni  265  30-31,  33, 

34,  47.  SO.  S2.  63.  o8. 240.  2SS. 

355i  45",  4<*i,  474  ^ 
Lchms,  Georg  Christian  217 
Leicester  71 

Leiden  320;  University  18^  3iQ. 
322 

Ldghton,  (Sir)  William  276 
Leipzig  36, 1^0, L54i 

166.  167,  170,  181,  1 04,  |q8. 
I QQ,  200,  204-1^,  2l8,  220.  22S, 
241,  2^0,  427,  437 

coffee  house  2x1 
collegia  musica,  see  below 

University 
Deutschiibenden-poetischen 

Gcscllschaft  212. 
Grosses  Concert  211,  502 
Johanniskirche  213 
Kleinzschoche  estate  501 
Musikinstrumentcn  Museum 

Ncukirchc  176,  213 
Nicolaikirche  36,  199,  208.  209, 

aio.  an.  314.  4qi 
Opera  153,  Lit        ijj,  208, 

22S.  477,  481,  .t8Q 
Paulinerkirche,  see  below 

University 
Pctrikirche  213 
plague  ( 1 68 1 )  214 
printing  and  publishing  1 S7, 

211.  212.  213.  214.  21S.  223. 

2j>0.  321,440,4^.4U,  4SS. 

4S6.  4S0.  471.  476,  477.  478. 

479,  488,  489,  4QS,  406,  4Q7, 

4Q8,  400,  SO».  S03 

R  .it  ha  us  214 
Stadtpfeifer  214 


Thomaskirchc  365  29j  176,  177, 
200,  210.  212.  213,  214,  215, 

^  4^,  4Q0.  §SL  4o8 

Thomasschule  365  153,  162.  163. 
166.  172,  186.  187,  188,  191, 
193,  194,  190,  208,  210,  211, 
214,21s,  216,  481 

town  council  1^54. 

University  36,  153,  156,  159^ 
163,  166,  174,  i7y  176,  181, 
18s,  186,  i_S_7_,  189,  132,  iq^ 
20H,  211,  212,  213,  214,  221. 
403-  4Q8 

collegia  musica  16s,  199,  213; 
of  J.  F.  Fasch  186-7,  209,  212, 
214;  of  Tclcmann  and  Bach 

■  S3.  176.  187,  188,  208,  2Q9, 
210,  211,  21  214,  216.  22s. 
4X1,  404,  sj02 

Paulinerkirche  153,  209.  212, 
2_y 

Le  Jcunc,  Claude  119 

Lc  Jcunc,  Henry  429 

I^cmaire,  Louis  126-7 

Lc  Maurc,  Catherine  Nicole  lqj 

Lcnton,  John  297,  477 

Leo,  Leonardo  (Ortensio 

Salvatorc  dc)  I3j  33^  TiilL  73~ 
4,  7S,  87.  241,  253, 25;,  m, 
410;  Lcisti  74 

Leo  [Leone]  da  Modena  2jj  31, 

455 

Leon  Cathedral  342 
Leonhardt,  Gustav  444 
Leoni,  Giovanni  Antonio  64 
Lconi,  Leone  3j 
Leopardi,  Vcnanzio  785  85 
Leopold,  see  Anhalt-Cothen 

(Princes  of) 
Leopold  I,  see  Habsburg  dynasty 
Le  Pautre,  Jean  pi.  4 
L'Epinc,  (Francesca)  Margherita 

de  ['Hecate',  'Greber's  Peg'| 

247,  297,  300,  307 
Lcrma,  Duke  of  327,  328 
Le  Rochois,  Marthc  103, 127. 129 
Lc  Roux,  Gaspard  115,  127 
Lc  Roy,  Adrian  103 
Lc  Sage,  Alain  120,  121 
Les  Arts  Florissants  444 

I.csbio,  Antonio  Marques  i45,  47Q 
L'Estrange,  (Sir)  Nicholas  311 
L'Estrangc,  (Sir)  Roger  27s.  298, 
311 

L'Estrange  family  311 
Lcsure,  Francois  io2n 
Lc  Valois  d'Orville,  Adrien- 

Joscph  502 
Lever idge,  Richard  297,  299 
Liberati,  Antimo  64-s,  407 
Lichfield  267 
Cathedral  279,  309,  310 
Licchtcnstcin-Kastelkorn,  Karl 

(Count;  Prince-Bishop  of 

Olomouc)  24s.  248 


library  of  245 
Liege  321^  324 

Cathedral  324 

St  Jean  L'Evangeliste  324 
Liege,  Prince-Bishop  of,  see 

Bavaria  (Ferdinand) 
Liess,  Andreas  238ft.  2  ^1 
Lievcns,  Jan  L21 
Lilius,  Franciszek  183,  184 
Lilius,  Szymon  183 
Lilius,  Wincenty  183 
Lilius  IGigli]  family  182 
Lille  113.  497 

Concert  de  133 

Opera  113 

Lima  346;  Cathedral  146,  347 

Lima  court 
palace  346,  484 
Spanish  ambassador  334 
Spanish  theatre  troupes  334 
Viceroy,  see  Castelldosrius, 
Marquis  dc;  Castro  y  Andradc, 
Pedro  Fernandez  de 

Linares,  Duke  of  347 

Linikc,  Christian  Bernhard  169 

Linikc,  Ephraim  169 

Linike,  Johann  Georg  169 

Linike  family  1  <><< 

Lippius,  Johannes  376.  391 

Lisbon  42,  78,  80, 33^  333^  3  34, 

341.  343.  345,  494,  501 
Cathedral  33^  349^  344,  3iSi 

346,  462,  487 
Colcgio  dc  Claustra  da  Se  345 
Convcnto  do  Carmo  344 
earthquake  and  fire  (1755)  344, 

345 

Hospital  Real  345 
Miscricordia  344^  345 
printing  and  publishing  345, 

454,  407.  SOI 
royal  monastery  at  Palmcla  (nr 

Lisbon)  344 
royal  music  library  344 
S  Maria  Magdalcna  345 
Spanish  ambassador's  palace  339 
Lisbon  court  81^  331^  333-4,  33S, 

342,  34S,  455.  42^  4^iL,  501 
capcla  .H4.  342,  344,  345,  404, 

489,497 
Litcrcs  (Carrion),  Antonio  12a. 

34» 

Litcres  Montalbo,  Antonio  340, 
.341 

Litcrcs  Sanches,  Jose  340 
Livorno  69^  opera  house  29 
Livy  [Titus  Livius]  5 
Liz,  Francois  du,  see  Du  Liz, 

Francois 
Lobenstcrn  192 
Lobo,  Alonso  338,  341 
Lobo,  Duartc  [Lupus,  Eduardus] 

1IL  344,  34.S,  345 
Locatelli,  Pietro  Antonio  10, 40. 

126,  21 1, 317,  320-21, 493, 497 
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Locke,  Matthew  248,  204,  26s, 
279,  284,293,  297-fl,  301,  304, 

^12,  4(M,  ife,  4"".  470 

Lodron,  Paris  232,  453 

Loeillet,  Jacques  [Jacob]  244,  324 

Loeillet,  Jean  Baptiste  [John  ]  303, 

324,  486 
Loeillet,  Jean  Baptiste  ['Loeillet 

dc  Gam']  324 
Loeillet  family  324 
Lohncr,  Johann  220 
L'Oiseau-Lyre  1 1 5 
Lombardy  10-21;  see  also 

Bergamo;  Cremona;  Milan 
Lomello,  see  Milan  (S  Agata) 
Lonati,  Carlo  Ambrogio  ['II 

Gobbo  della  Regina']  65,  70, 

85-6 

London  xiv,  18,  20,  2  s,  28,  34,  38, 
30,  41.42,48,  49,  S4j  58,  71, 
76.  79,  80,  Si,  83,  S4,  85,  S7, 
88,  89,  (jo,  121.  126,  log,  170, 

tj*x  '77,  179,  182,  197,  213, 
2^6,  224.  225,  24J,  253,  261 

3°9.  j"-  3'0.  3^'.  364- 
3^414^4^  440,44^44^ 
ALL  45^  4AL  l^jt  485,  49J 

Academy  of  Ancient  Music 
(Academy  of  Vocal  Music)  32, 
43,  16s,  367,  284-5.  20a,  203, 
299,  300,  492,  495;  Concerts  of 
Ancient  Music  302 

All  Hallows,  Bread  Street  273, 
306 

All  Hallows  the  Great,  Thames 

Street  274 
Apollo  Society  (Temple  Bar) 

274,  282,  28s.  405 
Blackfriars  Theatre  205,  21)5, 

297;  King's  Company  265 
Blacksmiths'  Company  27Q 
British  Library  312 
British  Museum  292 
Burlington  House  286.  286  7, 

486 

Castle  Tavern  (Fleet  Street  and 
Paternoster  Row)  306;  Castle 
Society  266-7,  285 

Catherine  Street  (Strand)  308 

Charles  Street  295 

Charterhouse  270,  300,  309 

Chelsea,  School  for  Young 
Ladies  281,  302,  307,  476 

Christ's  Hospital  302 

City  263,  294 

Qerkenwcll  267,  275,  286,  471 
Cockpit-in-Court  Theatre  297 
Company  of  Musicians  450 
Corporation  of  Music  278,  203, 

m 

Covent  Garden  theatre  (Theatre 
Royal  from  1732)  141,  201,  267, 

2~2,  27j,  274,  284,  289,  3QI, 

303,  304.  306,  49".  407,  4<)8, 
500,523,504. 
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Crown  and  Anchor  Tavern  273, 

282,  3&& 
Dorset  Garden  Theatre  265, 

281,  282,  284,  304,  47<>,  477 
Drury  Lane,  Theatre  Royal  4^2, 

Ul.  142,  272,  27JL  2JAl  27A 
2jii  27A  280,  281^282^29^ 
294,  295,  296,  2Q7,  209,  300. 
303,  104,  306,  307,  467.  4H 

470.  47S.  482.  483.  4>U 

orchestra  277,  295,  324 

United  Companies  i8_i 
Duke's  Theatre,  see  below 

Lincoln's  Inn  Fields  Theatre 
Exeter  Exchange  295 
Fleet  Ditch  (Hampstead)  293 
Fleet  Prison  307, 451 
Foundling  Hospital  273,  290, 

291,  ag5j  30",  440 

Fund  for  the  Support  of 
Decayed  Musicians,  see  below 
Royal  Society  of  Musicians  of 
Great  Britain 

Great  Fire  (1666)  264,  305 

Great  Plague  (1665-6)  238 

Great  Rooms  (Dean  Street)  277 

Great  Russell  Street  280 

Green  Park  201 

Greenwich  263,  281,  282 

Gresham  College  275 

Hart  Street  324 

Haymarkct  Theatre:  Queen's 
Theatre  pi.  23,  25,  48,  87.-8, 
247,  266,  278,  281,  282,  286, 
286-7,  297,  303,  324,  482,  485, 
486;  King's  Theatre  (after 
1714)  29j  34,  42,  80,  jJlj  84,  85, 

80, 267, 277. 281, 282. 287. 288, 

zXi),  290,  2gi14j<7_!  483,  49 1 1 

4^  4<^,  444,  4j^i,  i^h  492i 

500,  503,  see  also  Little  Theatre 

in  the  Haymarket 
Hickford's  Room(s)  (James 

Street)  LAJj  277,  282.  203.  479: 

Dancing  School  223 
Inns  of  Court  304 

Gray's  Inn  2jb 

Honourable  Society  of  the 

Inner  Temple  306 

Middle  Temple  279 
King's  Theatre,  Haymarket,  see 

above  Haymarket  Theatre 
Leicester  Fields  298 
Lincoln's  Inn  Fields  Theatre 

'4',  -247>  266,  267,  273,  281, 

282,  288,  2()0,  2()7,  300,  303, 

308,  466,  4_9_4_;  499_,  5P^  5°i 
Little  Theatre  in  the  Haymarkct 

[Little  Haymarket  Theatre] 

272,  277,  283,  296,  496,  498 
London  Chamber  Orchestra 

443 

Lord  Chamberlain  265,  300 
Marylebone  Gardens  267,  272 
Merchants'  Hall  jjy. 


Musick-School,  see  below  White 

Fryers 
National  Gallery  124,  131 
National  Portrait  Gallery  276 
Opera  of  the  Nobility  34,  40,  83, 

84,  88j  89,  197,  281,  288,  28t), 

293,  303,  307,  496,  408 
Pantheon  276,  292 
Philharmonica  Club  309,  487;  see 

also  above  Castle  Tavern/Castle 

Society 

Philharmonic  Society  (Crown 
and  Anchor  Tavern)  282 

Philo  Musicae  ct  Architecturae 
Societas  (masonic  musical 
society,  Queen's  Head  Tavern) 

printing  and  publishing  xiv,  i  s, 
20,  21.  34,  38.  42.  54,  7Q,  80, 
83,  85,  90,  121.  122,  172,  261- 
300,  3»3,  321,  322,  440,  450, 
45  1,452,  457,450,462,463, 
464,  465,  466,  467,  468,  469, 
470,  471.473,474.477.478. 
471),  480,  483,  486,  487,  49_j, 

m>  m±  m 

Queen's  Arms  Tavern  287 
Queen's  Head  Tavern  491 
Queen's  Theatre,  Haymarket, 
see  above  Haymarket  Theatre 
Ranelagh  Gardens  (Chelsea) 

267,  272,  282. 501 
Richmond  26J 
river  Thames  263,  287,  488 
Royal  Academy  of  Arts  286 
Royal  Academy  of  Music  25, 35. 
42,5^58,8^84,88,89,287- 
8,  289,  293,  303,  307,  489,  491, 
403;  Second  Academy  (King's 
Theatre)  288,  200, 404, 496, 498 
Royal  Academy  of  Musick 
(Theatre  Royal,  Bridge  Street, 
Covent  Garden)  1 10 
Royal  Society  300,  311,  312,  320 
Royal  Society  of  Musicians  of 
Great  Britain  282,  285,  308; 
Fund  for  the  Support  of 
Decayed  Musicians  290,  499 
Rutland  House  464 
St  Andrew's  (Holborn)  312 
St  Bride's  294,  308 
St  Clement  Danes  294,  305 
St  George's  (Hanover  Square) 
304 

St  James  Piccadilly  292 

St  James's  Palace,  French  Royal 

Chapel  [Queen's  Chapel]  pi.  u 
St  Margaret's,  Westminster  305 
St  Martin-in-the-Fields  308 
St  Martin's  Street  276 
St  Michael's  Cornhill  274 
St  Paul's  Cathedral  274,  275, 

27J,  28jj  287/j  292,  300,  302, 

305.  307.  309.  325.  478,  486, 
488;  Churchyard  309 
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Society  of  Apollo  (Temple  Bar), 

see  above  Apollo  Society 
Somerset  House  282 
Stationers'  Hall  282;  Yeomanry 

of  the  Stationers'  Company  301 
Swan  Tavern  (Cornhill)  106; 

concerts  282 
Temple  Bar,  see  above  Apollo 

Society 

Temple  Church  202,  300,  305 
Theatre  Royal,  see  above  Covent 

Garden;  Drury  Lane; 

Haymarket 
Tower  279;  Tower  Hill  2&1 
Two  Golden  Balls  Tavern  (Bow 

Street)  295 
Vauxhall  Gardens  261.  267.  272. 

290,  20Jj  294,  308,  504,  Spring 

Gardens  267 
Victoria  &  Albert  Museum  200, 

m 

waits  265 

Westminster  Abbey  274,  275, 
276,  278,  270,  283,  284,  288, 

2(j2,  3  00,  301,  _]02,  305,  ^Q7, 

450,  468,  472;  Poets'  Corner 

2<j2 

White  Fryers  273;  Musick- 

School  273,  469 
Whitehall  263,  267,  27Q.  282, 

304,  306,  470 

Banqueting  House  305 

Popish  Chapel  85,  263,  202 
York  Buildings  concerts  (Villicrs 

Street)  267,  278,  282,  293,  295, 

472 

see  also  British  monarchy; 

London  court 
London  court  (at  Oxford,  1665) 

13^248^280,  304,  302 
ambassadors  to  281,  463 
Catholic  Chapel  (Charles  II, 

James  II)  282.  301 
Chapel  Royal  2(>^  264,  272,  273, 

2J4a  27J,  276,  277,  278,  283, 
284,  287,  288,  2tM,  2U4.  296, 
2gS,  301,  302,  307,  310,  31 1, 
312,  y  fa  480,  482 

King's  Band  of  Musicians  276, 
306,308,310 

King's  Musick  27s,  2S4,  zgU, 
29^300,  30^  480,  492 
Private  Musick  [Music]  pi,  15, 
264.  26s,  271.  278,  281,  2Q4, 
307 

Twelve  Violins  284 

Twenty-four  Violins  223,  264, 

26j,  ^  284,  298,  290 
Royal  Music  Library  305 
see  also  British  Isles;  British 

monarchy;  London 
London,  Bishop  of  288  q,  293 
London  Chamber  Orchestra  443 
Lope  de  Vega,  see  Vega  Carpio, 

Lope  Felix  de 


Lopez,  Felix  Maximo  342 

Lopez,  Miguel  340 

Lopez  Capillas,  Francisco  346, 

m 

Lorente,  Andres  470 
Lorcntz,  Johann  174,  180,  180, 

1 8 1 ;  mar.  to  daughter  of 

Praetorius,  Jacob 
Lorenzani,  Maria  Anna  250 
Lorenzani,  Paolo  96,  125,  127, 

1 10,  144 
Lorcnzini  144. 

Loret,  Jean  (La  Muze  historique, 
1650-65)  107,  108.  111,  118, 
122.  123,  L28 

Lorcto,  Santa  Casa  60. 64,  83 

Lorraine  242.  332 
Charles  (Governor  of  the 
Austrian  Netherlands,  from 

•744)122 
Rcnata  230 

see  also  Luncvillc 

Lorraine,  Duke  of  117; 

see  also  Franz  Stcphan 

I*os  Rios,  Alvaro  de  340 

Lotti,  Antonio  pi.  8,  25,  31-2,  33, 

■M.M.7Q.  81,  84,87.89,  Hi 

1Q2,  200.  203.  285,  489 

Lotti,  Cosimo  328 

Louis  XIII-XV,  see  Bourbon 

dynasty 
Ixiulic,  Eticnnc  128,  135,  144. 

478,480 
Lowe,  Edward  266,  311,  466 
Loyola,  Ignatius  64 
Liibcck  14Q,  1 54,  too,  161,  163, 

165,  173,  170,  204,  .221,  273, 
285,482 

Marienkirche  154,  160,  161, 163, 
165,  171.  414.  468; 
Abcndmusikcn  160,  161,  165 
Liibcck,  Bishop  of 
Lucca  5,  18,  48 
Accademia  degli  Acccsi  48 
Accademia  degli  Oscuri  48 
Cappella  Palatina  i& 
Cathedral  48 
Teatro  del  Giglio  365/1 
Luchini,  Paolo  480.  500 
Ludlow  Castle  458 
Ludovisi,  Alessandro  (Cardinal; 
Pope  Gregory  XV)  68^  nephew 
of  68j  see  also  Gesualdo,  Isabella 
Ludovisi,  (Cardinal)  Lodovico  tj 
Ludovisi  family  <vs 
Lukavec  187 

Lulicr,  Giovanni  Lorenzo 

['Giovanni  del  Violone']  6i_,  65 
Lully,  Jcan-Baptiste  128-30 
as  actor  128 

ballets  2S-6.  59,  Qi-4,  106,  107. 

1 OQ,  115.  120.  123,  128.  160. 

464,  465.  466,  468 
career  128-30,  461,  463,  460, 

m 


comedie-ballets  9l>-6,  107, 112,116, 

128-9,  L3Ji  HQ.467.468.46Q 
conducting,  discipline  129,  1  ^0, 

442,461 
and  his  contemporaries  118,  124, 

!2i  143 
criticism  124,  120-30,  196;  see 

also  Saint-Evrcmond,  Charles 

de  Saint-Denis 
as  dancer  1 1 1 

encomia  115,  1 16,  120,  125,  HQ. 

Lili  I4A  224^  2463  307,  4Q2 
grands  motets  95,  118,  474 
influence  91,  102,  112, m,  128. 

HO*  LJ9i  L4JL  181.412 
librettists  m.  n6.46q.472 
Lullistcs  138 
publishers  101,  321 
pupils  22,  Hi,  1321 1251  13°. 

222,  224,  244,  246,  475 
rivalries  no,  ui-2.  122,  125, 

127,  130, 136,  137,  138 
style  6j,  ioi,  118,  273,  294,  329, 

383,  400,  411^413,  429, 

437.  444 
tragedie-ballet  [Psyche]  1 14,  124, 

133.  I3L  469 
tragedies-lyriques  pi.  4,  xvi,  96, 
100,  101.  120.  124,  127,  129, 
132,  n6  7.  139, 145, 156,253, 
321, 160. 410. 46Q.  470. 471, 

422,423-414.  415 
see  also  Lambert,  Madeleine 

Luncburg  161.  168,  183,  204 
Johanniskirche  159,  ilu 
Michaelisschule  204,  480; 
Mcttcnchor  204 
Rittcracademic  204 

Liineburg  court  222. 

Lunevillc  1 17,  253 

Lupo,  Thomas  284,  298 

Lustig,  Jacob  Wilhelm  (pseud. 
Conrad  Wohlgemuth)  317, 

321, 4113 

Luther,  Martin  155,  190,  1 96,  2_m 

Lutheranism  (its  application  to 
music)  155,  iqjj  20T,  20^  214, 
21  jj,  220,221^  362-3,  482 

Luynes,  Duke  of  1 27 

Luzzaschi,  Luzzasco  62,  63,  73, 

354i  449i  45i 
Lyons  68, 107,  1 10,  116.  126, 131, 

132,  132,  141 
Academie  des  Beaux-Arts  126, 
138 

Academie  Royale  475 
Concert  126.  137 
Opera  137 

printing  and  publishing  503 
Lyons,  Archbishop  of  324 

Maccina,  Vargas  (Marquis)  196 
Maccioni,  Giovanni  Battista 

[Giambattista]  233,  216,  243- 

4.463 
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Mace,  Thomas  295,  311, 428, 471 
Macerata  31 

McGibbon,  William  311-12 
Machado,  Manuel  333 
Macque,  Giovanni  de  63,  68.  77 
Maddaloni,  Duke  of  75 
Madonis,  Luigi  32,  499 
Madrid  45,  84,  8q,  117,  122.  330, 

111.  333.  334.  337,  338.  ^40, 

MI 

Convento  de  Senoras  Descalzas 

Reales  338,  3391  341 
Encarnacion  339,  341 
printing  and  publishing  332, 

34°>  47°.  48',  486;  Imprenu 

de  Musica  332,  343 
Teatro  de  la  Cruz  337,  340 
jtf  a/jo  El  Escorial 
Madrid  court     20, 74,  84,  250, 

324, 327,  uo  31,  m,  iii 
33^342,458,472 

ambassador  to  79 

Buen  Retire  29,  84,  328-u,  334, 

Coliseo  [Teatro]  84, 331,  332, 

337,  339,  457 
music  library  437 
Nuovo  Real  Teatro  338,  yg 
Capilla  Real  327,  332^  337.  33ft 
340,  341,  U3,  344,  345,  481; 
Capilla  Flamenca  339 

Zarzuela  Palace  (hunting-lodge) 

3J6» 

*«■  also  Spanish  monarchy 
Maffci,  Giovanni  353 
Magalhaes,  Filipe  dc  3543  433 
Magdeburg  162;  Cathedral  102, 

165,  191,  202,454 
Maggini,  Giovanni  Paolo  23, 32 
Magli,  Giovanni  Gualberto  44 
Mah a ut,  Antoine  196 
Maine,  Duchess  of,  see  Bourbon 

dynasty 

Maintenon,  Mme  de  [Aubignc, 
Francoise  d '  (Marquise  de 
Maintenon)]  95,  97,  113. 128. 
120.  no.  134,  135,  LJi  1A*i 

Ui  47') 

Main  waring,  (Rev.)  John  292,  311 
Mainz  351,  47$;  Cathcral  215 
Mainz  court  187,  21s,  257 

Lothar  Franz  (Elector)  187 
Majo,  Giuseppe  de  72,  73,  74 
Majorano,  Gaetano,  see  Caffarelli 
Majorca  339,  340 
Malachowski,  Count  190 
Malaga  Cathedral  334 
Mallet,  David  SCO 
Malvezzi,  Cristofano  47 
Manalt,  Francisco  340 
Manchester  Gentlemen's 

Concerts  503 
Mancini,  Francesco  13,  74, 74-5, 

7i  2i  7A  83,  87,  89,  255,  419, 

4*5 
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Mancini,  Giambattista  364,  434/; 
Manelli,  Costantino  32 
Manelli,  Francesco  [?'I1  Fasolo'] 

23,  28,  3i,  37.  4SQ 
Manelli,  Maddalena  32 
Mangcot,  Marie-Louise  126.  137 
Mannelli,  Carlo  ['Carlo  del 

Violino',  'Carluccio  di 

Pamfilio']  61,  65 
Manners,  John  303 
Mannheim  253;  opera  house  153, 

501 

Mannheim  Palatine  court  No.  216, 
21 8A  241,  242, 147,  282,  488 

C^arl  Philipp  (Elector  Palatine) 
83,  170.  218,  249,  282.  488 

Carl  Theodor  (Elector  Palatine) 
219 

see  also  Palatine  courts  of 
Diisseldorf;  Heidelberg; 
Neuburg 
Mantua  xv,  3,  9, 10.  20,  22-4,  44, 

hl  iq6,  ag,  uL^sa 

Carnival  40,  46,  451 

Jewish  ghetto  233  synagogue  24 

opera  house  29 

Palazzo  Ducale  353 
S  Barbara  41 
Scala  degli  Specchi  353 
Teatro  Vecchio  31,  40,  451 

plague  (1630)  23 
Mantua  court  23,  44*46,  47,  Si, 

62,  80.  86.  249.  320.  360,  43Q, 
449;  see  also  Gonzaga  family 

Manzo,  Luigi  87 

Marais,  Marie  Caterine  107 

Marais,  Marin  pi.  6,  (^3,  oj,  101. 

103,  106, 110,  113, 116-17. 

"9,  [20,  123,  124,  125,  126, 

130-31,  140-  UI,  216,  244, 

121,413,  474,  476,  481 
Marais,  Roland  131 
Marais,  Vincent  131 
Maravall,  J.  A.  336*1 
Marazzoli,  Marco  ['Marco 

deH'Arpa']  35,  60,62, 65,  6jj-6, 

68,  132,  45? 
Marburg,  University  of  201 
Marcello,  Alessandro  [pseud. 

Eterio  Stinfalico]  32 
Marcello,  Benedetto  [pseud. 

Driantc  Sacreo]  33, 32-3,  40, 

63,  300,  480;  mar.  to  Scalfi, 
Rosana 

Marcello  family  32-3,  81.  241 
Marcello  Society  309 
Marchand,  Jean-Noel  137 
Marchand,  Louis  1 15,  1 16,  131, 

141,  203,  208,  242,  41;,  488 
Marenzio,  Luca  2_8_q 
Maret,  (Dr)  Hugues  139 
Mariani,  Tommaso  73 
Marin,  Jose  [Joseph]  335,  340 
Marini,  Biagio  25,  28,  86,  203, 

318,  410,  4s3.  4^7 


Marino,  Carlo  Antonio  43,  48 
Marius,  Jean  415 
Marlborough,  Duchess  of  42 
Marly,  chateau  de  943  Concerts 

chez  la  Reine  99 
Marmontel,  Jean-Francois  1 26 
Marpurg,  Friedrich  Wilhelm  to8_, 

139,  157,  169,  176,  192,  203, 

321,  43411,  488 
Marseilles  145 
Academie  de  Musique  (opera 

house)  142,  145, 474 
Cathedral  146 
Marshall,  Robert  L.  446W 
Marsili,  Marchesa  85 
Martinez  de  la  Roca  (y  Bolea), 

Joaquin  340,  486 
Martini,  (Padre)  Giovanni 

Battista  39, 53, 53,  54,  80,  85, 

119,273,443 
Mascitti,  Michelc  too,  131,  136, 

493 

Massaino,  Tiburtio  231 
Massar,  P.  D.  336ft 
Masserano,  Prince  of  20 
Massip,  Catherine  lozn 
Masson,  Charles  131 
Matho,  Jean-Baptiste  tot.  1 17. 

120,  131.141 
Matteis,  Nicola  298 
Matteis,  Nicola  (the  younger)  298 

Matthcson,  Johann  17^  4 
career  152,  156, 173-4 

as  singer  173,  285,  482 
and  his  contemporaries  33,  i  jg, 

160, 163,  176,  185,  190,  216, 

223,252,272,321 
operas  172.  173,  480 
sacred  music  173 

St  John  Passion  (after  Brockes) 

168,  171,  485 
writings  (references) 

Das  neu-erbffnete  Orchestre 

(»7'3)       U2i  UAi  1*6, 189 

90,  102,486,487,491,498 

Das  beschutztc  Orchestre  ( 1717) 

L2Pj  174, 179,  186,  488 

Crittta  music  a  (1722  5)  i_5J_, 

156,  173,  244,  4^o 

Der  musicalischer  Patriot  (1728) 

L56,  174,  493 

Grosse  General-Bass-Schule 
(173O495 

Kleine  General-Bass-Schule 

(1735)  »SQ.  40 S 

Der  vollkommene  Capellmeister 

(1739)  ih  lA&i  124z  190,  200, 
2^363,376,39^405,495 
Grundlage  einer  Ehren-Pforte 

(1740)  59, 174,  LZli  |86, 188, 
!°ii223,  2^*=  257 

Georg  Friedrich  HanJels  Lebens- 

beschretbung  ( 1 76 1 )  285,  292 

Matthicu,  Nicholas  98 

Mauduit,  Jacques  127,  131,  433 
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Maugars,  Andre  14, 80,  122, 131- 

2,  357,  459 
Maukisch,  J.  185 
Maupin,  Mile  101,  13a 
Maurer,  Tobias  pi.  in 
Mauro,  Alcssandro  33 
Mauro,  Domenico  33 
Mauro,  Gaspare  33 
Mauro,  Ortensio  164,  480 
Mauro,  Pietro  33 
Mauro,  Tommaso  de  481 
Mauro  family  33^  196 
Maximilian  II  Emanuel,  see 

Bavaria 

Mayr,  Rupert  Ignaz  92,  244,  244 
Mazarin 
Duchess  of  299 
Jules  [Mazzarini,  Giulio 
Raimondo]  (Ordinal)  25-6, 
3^59,6^6^68,80,83,82, 
9JL  94,  iPi  109,  1 10,  116,  122, 

128,  IJ^         2£4j  12Q, 

.160,  461, 462,  464,  465,  466; 

Mazarinades  93;  nephew  of  127 
Mazzarini,  Ippolito  106 
Mazzocchi,  Domenico  66, 21 
Mazzocchi,  Virgilio  58,  65,  66t  68,, 

105,  457 
Mazzocchi  family  65,  66,  1 1 1 
Mazzoni,  Antonio  (Maria)  80 
Meares,  Richard  299 
Meares,  Richard  (the  younger) 

279,  390 
Meaux,  St  Etienne  126.  144 
Mecklcnburg-Gustrow 
Gustav  Adolph  (Duke)  \hi 
Johann  Albrecht  (Duke)  164 
Sophie  Elisabeth  (Duchess  of 

Brunswick-Liineburg)  164 
see  also  Gustrow  court;  Schwerin 

court;  Strelitz  court 
Meder,  Johann  Valentin  161-2, 

182.  478 
Medici  family  44,  42 
Carlo  de'  (Cardinal)  44,  47 
Catarina  de1  (Duchess  of 

Mantua)  23 
Cosimo  II  de'  (Grand  Duke)  29, 

30.  45,  46,  21 
Cosimo  III  de'  (Grand  Duke) 

10,  82,  86,  347,  466;  Bourbon, 

mar.  to  Orleans  (Marguerite 

Louise) 
Eleonora  de'  (Duchess  of 

Mantua)  8q 
Ferdinando  de*  (Prince)  69,  87, 

309;  see  also  Bavaria  (Violantc) 
Ferdinando  I  de'  (Grand  Duke) 

S3i  47 

Ferdinando  II  de1  (Grand  Duke) 
46,  62,  68, 82,  86;  see  also  Delia 
Rovere  family  (Vittoria) 

Ferdinando  III  de*  (Grand 
Duke)  10,  54 

Gian  Carlo  de'  (Cardinal)  46 


Giovanni  [Gian]  Gastone  de' 
(Prince;  Grand  Duke)  3, 47,  71, 
80,81 

Margherita  de'  (Duchess  of 

Parma)  iOj  452 
Maria  de'  (Queen  of  France)  44, 

45,4J.4JL3I.2L1P6J  121,  12J, 

450 

Mattias  de'  (Prince)  82,  87 
Medici  court,  see  Florence  court 
Medina,  John  Baptist  pi.  15 
Mei,  Girolamo  43,  44, 45, 46 
Meibom,  Marcus  6_q 
Meiningen  163-4 
Melani,  Alessandro  86  7,  468 
Melani,  Atto  86-  7,  93,  132,  462 
Melani,  Domenico  di  Sante  86 
Melani,  Giuseppe  6o 
Melani,  Jacopo  42, 86-7, 464, 466, 
468 

Melani  family  86-7 

Mele,  Giovanni  Battista  330,  338, 

349,  341 
Melgas,  Diogo  Dias  34S1  345. 
Meliton,  Pierre  130,  141 
Mendel,  Arthur  158ft 
Mendelssohn,  Felix  443 
Mendes,  Manuel  333 
Mencstrier,  Claude-Francois  132, 

m 

Merck,  Daniel  47IS 
Mercotellis,  Agasippo  [pseud.]  22 
Merighi,  Antonia  Margherita  28ft 
Merlin,  Francois  368,  37511 
Merseburg  154,  165,  169.  186, 

Cathedral  188,  191 
Merseburg  court  187.  188.  190 
Mcrscnnc,  Marin  132-3 
and  his  contemporaries  109, 1 17. 

146, 142,113 
Harmonic  Universelle  (1636-7) 
62,  103,  III, ll8.  122.  123.  127, 

IIL  ni-i.  136,  iji  144,  241, 
3OO.3I2,3*O.3S7-0(«m), 
366,  367,  409.  428-9  {ex.  5), 

4J4*>  459 

Cognitata  physico-mathemaiica 
(1644)461 

Merula,  Tarquinio  33,  456 

Mcrul*  1,  Claudio  183 

Mesangeau,  Rene  nh 

Messina,  Spanish  Viceroy  at  338 

Mctastasio,  Pietro  [Trapassi, 
Antonio  Domenico 
Bona  ventura]  34,  38, 42,  49,  54, 
73T  74,  75-6.  77,  78,  80,  84.  88, 
89, 169,196, 197, 198.201,232, 
243,  250.  252,  1S4-S,  259,  272, 
27s.  287,  288,  303,  338,  4Q0. 
491  494,  495j  4<&  4^2,  49*, 
523,  SPA 

Mctru,  Nicolas  L28 

Metternich,  Prince  3,  5 

Mexico  City  335,  346,  342 
Cathedral  335,  346, 342 


viceregal  palace  485 
Mexico  City,  Viceroy  of,  see 

Linares,  Duke  of 
Meytens,  Martin  von  245 
Michael,  Rogicr  162,  iqa 
Michael,  Tobias  214 
Michna,  Adam  Vaclav  247 
Middle  Germany,  see  Bayreuth; 

Nuremberg;  Wurzburg 
Miclczcwski,  Marcin  183 
Mignard,  Pierre  pi.  26 
Milan  xv,  3, 18,  25,  42,  63,  80,  81, 
85.88,90,  197,  '98,  no 

Carnival  18 

Cathedral  30-31.  83 

La  Scala  365 

philharmonic  society  20 

printing  and  publishing  62,  83, 
450,  451,452,  454 

S  Agata  (convent  at  Lomello)  13 

S  Ambrogio  20 

S  Maria  della  Scala  86 

S  Maria  delle  Grazic  256 

Tcatro  Regio  Ducal  29,  31,  40, 
501 
Milan  court 

Governor  of  20. 

orchestra  256 

see  also  Masscrano,  Prince  of 
Miller,  (Rev.)  James  502 
Millet,  J.  434* 

Milton,  John  80,  266,  272.  290. 

297.  303.  4S8,  500 
Minato,  Nicolo  25,  32,  177,  232, 

251,255,  256,  290,465,469, 

4^484,  490,499 
Mingotti,  Angelo  82 

Mingotti,  Pietro  87 

Mingotti,  Regina  82,  198 

Mingotti  family  87,  u^S 

Minoret,  Guillaumc  1 13,  133, 473 

Mirimondc,  A.  P.  de  iqjw 

Mitchell,  William  J.  xviin 

Mizler  von  Kolof,  Lorenz 

Christoph  159,  161.  181,  185, 

189-90,  212, 213. 218, 252, 495, 

498,  499,  5Q1,  502,  503;  see  also 

Korrespondierenden  Sozictat 

der  Musicalischcn 

Wissenschaften 

Moccnigo,  Giustiniana  457 

Modcna  4^  9,  20,  28, 41-3,  50, 

52,55,62,70,82,85,82 

Aocadcmia  dei  Dissonanti  55 

Accademia  Musicale  Ebraica,  see 

below  Jewish  ghetto 

Biblioteca  Estensc  lq 

Cathedral  36,  42 

Confraternita  del  Finale  50 

Jewish  ghetto  3j_;  Accademia 

Musicale  Ebraica  31 

opera  house  29,  31,  41,  52 

Modena  court  28,  43,  55,  83,  86, 

143;  see  also  Estc  family 

Molenacr,  Jan  Micnse  pi.  I9_ 
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Moliere  [Poquelin,  Jean-Baptiste] 
19,95-6,98,  107,  ui.  112, 114, 
116,  nS,  124,  \*&Z<}i  Uii  UL 
143,  304,  460,  467,  468,469, 
470,  473,  47Q 

Molinari,  Marquis  29 

Mollier  [Moliere],  Louis  de  133, 
465 

Mollier,  Marie-Blanche  133 
Moltcr,  Johann  Mclchior  241 
Monaco  135 
Monaco,  Prince  of  137 
Mondon  le  fils  pi.  5 
Mondonville,  Jean-Joseph 

Cassanca  dc  122,  126,  133,  407, 

soo,  504;  mar.  to  Boucon, 

Anne-Jeanne 
Monferrato,  Natale  34,  33-4.  36 
Mongredien,  Jean  R.  1 02n 
Moniglia,  Giovanni  Andrea  46-7, 

82,  86,  464,  466,  468 
Monn,  Matthias  Gcorg  255,  259, 

Mons  245 

Monserrate,  Andres  de  340,  341 
Monsieur,  see  Bourbon  dynasty, 

Orleans  (Philippe  I) 
Monsigny,  Pierre- Alexandre  404 
Montagnana,  Domenico,  20,  34 
Montagu,  Charles  285 
Montagu,  (Lady)  Mary  Wortlcy 

335-6,  239" 
Montdorge  [Mondorgc],  Antoine 

Gauticr  de  499 
Monte,  Philippe  dc  316.  450 
Monteclair,  Michel  Pignolet  de 

07,  ICO,  IOLi  120,  133-4.  135, 

138,  140,  410,420-30.431, 

434",  47JL  481,  485,  498 
Montcfiasconc  Cathedral  62 
Montespan,  Mme  de  <jh.  12s,  129, 

137;  brother  of  127 
Monteverdi,  Claudio  (Giovanni 

Antonio)  22—3 
Artusi,  dispute  re  Scherzi 

mustcalt  (1607)  22,  45,  50,  52, 

4SQ,  451 
influence  22,  35,  36,  48^  69,  jS, 

85,  320,  402,  457 
librettists  24,  32 
madrigals  22,  23,  453,  454,  458, 

459 

at  Mantua  22,  23.  449 
operas  22,  25,  32,  Mi  7L.  X0« 
377.  4fo 

//Or/™  xvi,  22,  2J,  24,  46,  353! 

IS 4,  35",  374,  379  (<x.  3I  379 

So,  380  {ex.  4)1  385*  404-5,  439, 

44Q- 45' 
patrons  xviin,  2  \2 

sacred  music  39 

Vespers  (1610)  8,  22,  388,  392  3 
fft'fe  conatato  29,  82,  402,  455 
at  Venice,  S  Marco  23,  25,  30, 

36,  86,  1QS,  202,  302,  45^,  4"' 


mar.  ro  Cattancis,  Claudia  dc 
Monteverdi,  Giulio  Cesare  22.  45. 
5°i45J 

Montpellier      116;  consulate's 

violin  band  i£ 
Montpensier,  Mile  de  128,  461 
Montserrat  monastery  332 
Moratelli,  Sebastiano  217, 117 
Moravia  282;  see  also  Olomouc 
Morcau,  Fanchon  132 
Morcau,  Jean-Baptiste  116.  134, 

132!  140,  475.  483 
Morcau,  Manc^Claudc  134 
Morcll,  (Rev.)  Thomas  291.  292. 

312^504 
Morelli,  Cesare  75,  300 
Morgan,  Robert  P.  4461 
Morin,  Jean-Baptiste  100,  134, 

136 

Moritz,  see  Hcsscn-Kasscl 

(Landgrave  of) 
Morley,  Thomas  276,  290,  300, 

313,442,459. 
Morosini,  G.  F.  39 
Morsclli,  A.  422 
Mortier,  Pierre  385  312,  397 
Moscow  go,  187.  2QI 
Kremlin  Gate  of  Salvation  450 
see  also  Russia,  Empresses  of 
Mottcux,  Peter  Anthony  299, 477, 
482 

Motz,  Gcurg  190,  nj6,  48a,  484 

Moulinie,  Etienne  1345  135,  352 
Mount  Parnassus,  see  Titon  du 

Tillct,  Evrard 
Mouret,  Jean-Joseph  98,  too,  101. 

127,  I34-S,  141,  486,  487,  4Q3 
Mozart,  Leopold  xv,  xviin,  20,  38, 

198,  243,  339, 415,  434n,  4S8 
Mozart,  Wolfgang  Amadeus  xi, 

5J,  5^  8^  89, 198,  243,  252, 

296,  374-  442,  443 
Mudgc,  Richard  312 
\ hi tl.it ,  Georg  62,  97,  237,  241. 

245.246,251.255.  413.430. 

476.  478,  480 
Muffat,  Gottlieb  237,  246,  252, 

3SS-6 
Miihlhausen  204,  205; 

Blasiuskirche  185, 193.  205, 

439,  483 
Miillcr,  Hcinrich  135 
Miillcr,J.J.  258 
Miinchinger,  Karl  444 
Munich  33,  35, 47,  54, 8^  84^  198, 

2ig,  222^22^22^,  2J0,  2JJ, 

234,  242- 5 
Augustinerkirchc  234 
Collegium  Gregorianum  (Jesuit) 

230,242,244 
Cuvilliestheater  243 
Michaeliskirche  230 
printing  and  publishing  234, 

14i43° 
Salvatortheater  234-5 


Turnicrhaus  233 

Unsere  Liebe  Frau  237,  244 
Munich  court  24,  34,  62,  80,  164, 
223,  230,  231,  235,  236,  237, 
242-5,  253,  320,  324.  463 

Kapcllc  [Kantorei]  230,  234, 

Theater  243 

see  also  Bavaria 
Munster,  Robert  238*1,  23911 
Murschhauser,  Franz  Xaver  237, 
244 

Muyckens,  Jan  Barentsz  pi.  25 

Nacchini,  Pictro  34 
Namur  245 

Nancy  court  theatre  252 
Nanino,  Giovanni  Bernardino  60, 

65,  66,21 
Nanino,  Giovanni  Maria  44,  66, 

451 

Nantes,  Edict  of  (1598,  revoked 

1685),  see  France 
Naples  xv,  3^  4,  5, 6,9, 13,  23,  25, 

?9j  4L  6l  68,  6fc  7°i  2L  72~ 

8,81,83,84,  85,87,88,  8q,  196, 

197.  198,  201.  286.  307.  330. 

337  8,  313,  4ik 
Carnival  11,  41.  478 
Cathedral  72,  873  Cappella  del 

Tesoro  di  S  Gennaro  72. 76, 87 
Congrcgazionc  dcll'Oratorio  72 
Conservatorio  di  Poveri  di  Gesu 

Cristo  13,  23,  25. 76, 22i 

34Q 

Conservatorio  di  S  Maria  del  la 
Pieta  dei  Turchini  13,  72,  73, 

74*  7A  77 
Conservatorio  di  S  Maria  di 

Loreto  ij,  18, 24,  761 2Z>  8S 
Conservatorio  di  S  Onofrio  a 
Capuana  13,  41,  72,  73,  24j  7A 
88 

Jesuit  college  72 
Largo  del  Castello  481 
Oratorio  dei  Filippini  77 
palazzo  (of  the  Prince  of 

Chiusiano)  483 
Palazzo  Reale  (viceregal)  69,  74, 

87 

printing  and  publishing  72,  73, 

74,  75,  76,  77_,  88,  338,  449,  452 
Rcalc  Congrcgazionc  c  Monte 

dei  Musici  73 
Ss  Annunziata  jj,  338 
S  Lorenzo  in  Lucinda  73,  tJ> 
S  Maria  dclla  Solitaria  74 
S  Scvcrino  jb 

Teatro  dei  Fiorentini  74,  75,  76, 

Z133JL425 
Teatro  Nuovo  76 

Teatro  S  Bartolomco    69,  74, 
IS,  §2i  IPJi  254  5,  307, 

342,  473,  477,479,487,  49S. 
497.  49* 
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Teatro  S  Carlo  74,77,  78,  Ho,  Si, 

2QT,  49**.  499 
*«■  a/so  Naples  court 
Naples,  (Charles  III),  King  of,  see 

Spanish  monarchy;  set  also 

Sicily 

Naples,  Viceroys  of  763  78^  see  also 

Carpio,  Marquis  del 
Naples  court  4_L      ?A  ZL  7JL 

8i  107.  H6-7. 473 
cappella  74 

Portuguese  ambassador  8ft 

Spanish  chapel  77,  256 
Napoleonic  Wars  260,  315 
Narbonne       St  Just  Cathedral 

US. 

Nardini,  Pietro  38,  400 
Narni  Cathedral  62 
Nassarre,  Pablo  3371 341 
Nattier,  Jean-Marc  12a 
Naumann,  Johann  Gottlieb  38 
Naumburg  164,  104,  221;  Petri- 

Paul  fair  164 
Naumburg  court  iqq,  200 
Navas,  Juan  (Francisco)  de  34J 
Navas,  Juan  Gomez  de  341 
Nebra,  Jose  (Antonio)  34J 
Nebra,  Manuel  Blasco  de,  see 

Blasco  de  Nebra,  Manuel 
Nebra  (Blasco),  Jose  (Mclchor)  de 

^2.  UQ.  Ui 
Needier,  Henry  299 
Negri,  Ccsarc  37JL  450 
Neri  [Negri],  Massimiliano  34 
Netherlands,  see  South 

Netherlands;  United  Provinces 
Nettl,  Paul  2^8n,  z^gn 
Neubers,  Caroline  2x2 
Neubers,  Johann  212 
Neuburg,  Duke  of  (and  Count 

Palatine  of  the  Rhine)  324 
Neuburg  Palatine  court  34, 71,  86, 

170,  218.  247;  see  also  Palatine 

courts  of  Diisscldorf; 

Heidelberg;  Mannheim 
Neumann,  Frederick  432-3,  43  3». 

434",  446" 
Ncumark,  Gcorg  iqq 
Neumeister,  Erdmann  168.  174, 

IJ76 

Newcastle  upon  Tync  267,  log; 

St  Nicholas  Cathedral  292 
Newcastle  upon  Tync,  Duke  of  305 
Newcomb,  Anthony  365a 
Newport  (Rhode  Island,  USA) 

221 

Newton,  (Sir)  Isaac  in,  276,  299 
New  World,  see  Cordoba; 

Guatemala  City;  La  Plata; 

Lima;  Mexico  City;  Panama 

City;  Puebla;  Rio  de  Janeiro; 

Trujillo 

New  York  City  (New  York,  USA) 
221;  Metropolitan  Museum  of 
Art  45 


Nicaisc,  Claude  98^  135 
Nichclmann,  Christoph  mh 
Nicolini  [Grimaldi,  Nicolo)  pi.  23, 

72,  7S,  87-8,  248,  386,  362, 410 
Niedt,  Friedrich  Lrhard  100 
Nielsen,  Hans  [pseud.  Fontcio, 

Giovanni]  179,  iSo. 
Nijmcgcn,  Peace  of  (1678)  jig, 

HI 

Nivcrs,  Guillaumc  Gabriel  ill, 

121.  135,  142,  471,  483 
Nizankowski,  Andrzej  183 
Noailles,  Duke  of  1  iq,  124 
Noailles,  (Cardinal)  Louis- 

Antoine  de,  101,  135 
Noel,  Henry  280 
Noclli,  Gcorg  159, 
Nonctti,  Anna  Maria  Elisabctta 

Noordt  [Oort],  Anthoni  van  321 

Noordt,  Jacob  van  321 

Noordt,  Sybrand  van  321,  476 

Noordt,  Sybrand  (the  grandson) 
van  321 

Noordt  family  321 

Norcombe,  Daniel  321,  324-5 

Nordhausen  IQ2 

Norman,  Barak  299 

Normand,  Marco  Roggcro  [Marc- 
Roger;  'Couprin']  19,  14J 

Norrington,  Roger  444 

North,  Francis  [Guilford,  Baron] 
?99 

North,  Roger  266,  2QQ,  311.  493 

North  family  299 

North  Germany,  see  Brunswick; 

Ccllc;  Hanover;  Konigsbcrg; 

Lubcck;  Liincburg; 

Magdeburg;  Wolfcnbiittcl 
North  Germany,  Apostolic  Vicar 

of,  see  StcfTani,  Agostino 
Norwegian  Scientific  Association 

178 

Norwich  261.  265 
Notari,  Angclo  299 
Nottingham,  Earl  of,  see  Finch, 

(Sir)  Daniel 
Novara  18,  256 
Novello,  Vincent  58 
Nunes  da  Silva,  Manuel  34s 
Nuremberg  xv,  149,  153, 162.  186. 
180.  193,  216.  218.  210.  220. 
221.  222.  224,  248.  280.  458 
city  council  222 
Egidien  Gymnasium  219 
Egidicnkirche  218,  2iq, 
Frauenkirche  215,  no. 
Pegnesische  Blumcnorden  239 
printing  and  publishing  30,  178, 
1_8_5,  233.  246,  2$8,  44g,  4 go, 
543.  454.  45",  4»Q,  4"',  4"3, 
467.  477.  480,  403.  SO' .  S02 

St  Lorcnz  220.  222 
Scbaldkirchc  i8g,  2ig,  220.  221. 

222,422 


Spitalkirchc  21ft 
Nyert,  Pierre  de  68,  1 18.  124, 135, 

[42*252 

Oaxaca  Cathedral  34J 
Ocls  court  182 

Octtingcn-Octtingcn  court  I7_r, 
iM 

Ogg,  David  102/1 

Ohrdruf  159,  204;  Lyceum  204 

Oldenburg,  (Anton  Giinther) 

Count  of  161 
Olivares,  Count-Duke  of  328 
Olomouc  90 

Olomouc  court  282;  see  also 
Licchtcnstcin-Kastclkorn, 
Karl 

Opera  of  the  Nobility,  see  London 
Opitz  (von  Boberfeld),  Martin 

I  SO,  163*  lIl  L29_!  202,  224, 

456 

Orange,  court  of  126 

Orange,  (Willem)  Prince  of  pi.  17, 
272.  280,  322;  see  also  British 
monarchy,  Anne  (Princess 
Royal) 

Oratina,  Duke  of  the  71 

Orders  (of) 
Christ  114,  344 

Croix  Neerlandaise  du  Lion  uh 

Golden  Fleece  342 

Golden  Spur  33,  256 

Latran  1 14,  4S1 

Milizia  de  Gesii  Christo  ji 

Pivois  I_I4_ 

St  Mark  223 

St  Michael  ug,  320 

S  Spirito  82 

S  Stefano  44.  4j 

Santiago  34^  499 
Orcficc,  Antonio  75,  484 
Orejon  y  Aparicio,  Jose  de  346—7 
Orgas,  Annibale  183,  183 
Orilia,  N.  73 
Orlandi,  Santi  23,  457 
Orlandini,  Giuseppe  Maria  34, 47, 

80,  87,  48Q 
Orleans  Cathedral  133 
Orleans,  Duke  of,  see  Bourbon 
dynasty 

Ormonde,  Duke  of  (Viceroy  of 
Ireland),  see  Butler,  James 

Orsini,  L.  70 

Orso,  S.  N.  336*1 

Ortiz  de  Zarate,  Domingo  34J 

Orvicto  Cathedral  87 

Oslo,  see  Christiania 

Osnabriick  court  \  u± 

Ostcrrcich,  Georg  159,  162 

Osuna,  Duchess  of  340 

Osuna,  Duke  of  340 

Otto,  Georg  201.  450 

Ottoboni,  (Cardinal)  Pietro  10, 3jj 
58,  61,  hi,  65,  66,  67,  (h,,  J50, 

2S4,  2SS.  28s,  28k 2Q3, 320,  342 
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Ottoboni,  (Cardinal)  Pictro  -contd. 
Codex  Ottoboni  249 
see  also  Rome  (Palazzo  delta 
Cancelleria) 
Ouvrard,  Rene  [pseud.  Du 

Reneau]  98,  106,  135,  465 
Ov  id  5 

Oxenstierna,  Axel  (Regent  of 

Sweden)  6q 
Oxford  266.  297,  298,  311,  313 
Ashmolean  Museum  30^ 
Holywell  Music  Room  310.  504 
University  272^  273^  235,  276, 
277,  280,  2K4,  ;S(),  300,  306, 
310,  311,  in,  31.1.  4S6.  486. 
4'M 

Acts  289,  2q8 

Balliol  College  31 1 

Bodleian  Library  266,  295,  297, 

304 

Catch  Club  272 
Christ  Church  279,  309,  310, 
3J*i  375«;  Cathedral  305,  307, 
310,  311;  Hall  289;  Pcckwatcr 
Quadrangle  309 
Faculty  of  Music  275 
Madrigal  Society  272 
Magdalen  College  310,  312 
Music  School  266,  3 1 1 
New  College  308,  310 
Pembroke  College  312 
Shcldonian  Theatre  28Q,  305, 
406 

Trinity  College  Chapel  309 
University  Press  309 
Oxford,  Earl  of,  see  Harley, 
Robert 

Pacelli,  Asprilio  183,  183-4 
Pachelbel,  Carl  Theodor  zzi 
Pachelbel,  Johann  160,  185,  186, 
220-21,  222,  232,  2cj,  254, 
257,       42L  48oT^ilyof 

HQ. 

Pachelbel,  Johann  Michael  221 
Pachelbel,  Wilhelm  Hieronymus 

22J 

Padilla,  Juan  Gutierrez  de  335, 

346,  MZ 
Padua  26,  28,  37,  38-0.  58,  88, 

165,  243,  252 
Accademia  dei  Ricovrati  38,  32 
Basilica  di  S  Antonio  25,  38,  39, 

88 

Congregazione  dei  Musicisti  38, 

as 

Opera  29 

Padua,  Bishop  of  38 
PaganelU,  Giuseppe  Antonio  38 
Paget,  Lord  Thomas  325 
Pagin,  Andre-Noel  38 
Pagliardi,  Giovanni  Maria  30,  47 
Paisible,  James  275,  299-300,  307 
Paisiello,  Giovanni  30,  7_2,  500 
Pajou,  August  in  143 
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Palafox  y  Mendoza,  Juan  de  342 
Palantrotti,  Melchior  356 
Palatinate,  see  Palatine  courts  of 

Dusscldorf;  Heidelberg; 

Mannheim;  Neuburg 
Palazzotto  e  Tagliavia,  Giuseppe 

Palermo  67,  78,  87^  256, 460; 

Unione  dei  musici  7_8 
Palestrina,  Giovanni  Pierluigi  da 

xv,  22, 32,  52^  58, 62, 64^  66, 

67,  183,  184,  i95.333.338.34S. 

418  (ex.  i),  462 
Palisca,  Claude  xv,  xviiw 
Pallavicino,  Benedetto  10,  449 
Pallavicino,  Carlo  26, 88,  200,  224 
Pallavicino,  Stefano  Benedetto  SS, 

197,  20O,  201,  49I,  492,  SOI 

Pallotu,  (Cardinal)  Giovanni 

Battista  64 
Palmela,  see  Lisbon  (royal 

monastery) 
Palotta,  Matteo  256 
Pamphili,  (Cardinal)  Benedetto 

41, 42, 6i,  63, 65, 66, 66-^7, 67, 

65,285,483 
Pamphili,  (Prince)  Camillo  65 
Pamphili,  (Prince)  Ludovisio  59 
Pamphili  family  62, 65,  71,  83 
Panama  City 
Cathedral  335 
University  of  S  Marcos  ^46 
Pancieri,  Giulio  482 
Pancotti,  Antonio  237 
Pane,  Domenico  dal,  see  Dal  Pane, 

Domcnico 
Paolini,  Pictro  pi.  24 
Papal  States  40-72;  see  also 

Bologna;  Ferrara;  Rome 
Pape,  Heinrich  162, 163 
Paraguay  342 
Pari,  Claudio  28 
Pa  rut  1,  Pietro  18, 34, 25,  83, 88, 

107,2^2^2^3,484,402, 

m 

Paris  xv,  2^  26, 28, 33, 36, 4^  48^ 
52,61,65,67,68,  75,  78,72, 
80,81,83,84,85,86,87,91- 
144,  US.  146.  177,  106. 200, 

22Q,  222,  224,  24O  1 ,  246,  249, 
2gl,  259,  28l.  284,  324,  429, 

437,  444,  453,  461,  465,489, 
490,  504 

Academic  de  Peinture  et  de 

Sculpture  9_i_,  9_9_ 
Academie  de  Poesie  et  de 

Musique  118, 131, 357 
Academie  des  Sciences  qr,  140, 

320 

Academie  des  Inscriptions, 
Med  allies  ct  Bellcs-Lettres  91, 

94, 132 
Academie  du  Palais  nX 

Academic  Francaise  o_i,  114, 

118,  126,  [37 


Academie  Royalc  d' Architecture 

91 

Academic  Royalc  de  Danse  qi, 

106,  118,  128 
Academic  Royale  de  Musique 

28,  91,  94,  96,  97, 90,  100-1. 
103,  106,  107,  109,  l  to,  112, 

113,  US.  117,  HQ.  120.  121. 
123.  124.  126,  127,  128,  I2Q. 

'30,  I3L  '-32,  13.3,  134,  I3S. 
136,  139,  14',  142,  143,  400, 
44c.  442,  460, 462, 422, 425, 

477,479,481,486,487, 406, 
492,  4QQ,  5Pi  503,  504 
Academics  d'Opcra  1 10.  460. 
Academie  Royale  des  Spectacles 
122 

Arc  de  Triomphe  143 
Assemblee  des  Honnestes 

Curieux  1 1 1 
Bibliotheque  Nationale  1 1 1, 113, 

n6,  126,  368 
Carnival  93-4,  137.  464 
Ccrcmonialc  parisiense  (1662) 

466 

Cluny  (monastery)  135 
College  de  Clermont  (Jesuit) 

111.475 
College  des  Quatre  Nations 
102 

Comedie  Dan  court  122 
Comedie  Francaise  III,  112. 

120.  121,  129,  136,  472.  502 
Comcdic-Italienne  (Hotel  de 

Bourgogne)  30,  100,  487,  489 

see  also  Paris  court  (Comediens 

du  Roi) 

Concert  Francais  92,  103,  127, 
493 

Concert  Italien  92,  492 
Concert  Spirituel  (Tuileries)  18, 

12, 32, 42, 8T,  25,  29j  io3i  I°2, 
108, 109, 116, 117-18, 119, 122. 
123,  125, 126, 127,  133,  135, 
136.  139,  141, 144, 145, 196, 
1 98,  401,  491,  495.  490,  497, 

492,523. 
Confrerie  de  St  Julien-des- 

Menestriers  94,  1 18,  483,  488 

Conservatoire  de  Musique  22 

Cordeliers  1 16 

Eglise  aux  Feui Hants  107,  1 1 1, 
Ufi 

Foire  St  Germain  103,  491 
Foire  St  Laurent  100,  103,  141. 

487,  489 
Grand  Arsenal  L26 
Hopital  des  Quinze-Vingts  144 
Hopital  du  Saint  Esprit  L2j 
Hotel  de  Crequi  467 
Hotel  de  Guise  (the  Mantis),  98, 

in 

Hotel  de  Ville  93 
Hotel  du  Petit  Bourbon  52,  9J, 
116.  143,  462.  464 
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lie  de  la  Cite,  see  below  Notre 

Dame  Cathedral;  Sainte 

Chapclle 
lie  St  Louis  123 
Instrument  making  106,  108, 

111. 113. 117,  n6,  142,  uh 
Les  Mathurins  142 
Louis  le  Grand  (Jesuit  college) 

iio.tn 

Louvre  25^  93,  108,  1 1 1,  119, 

128.  464,  465,  466,  468 
Monimartrc  (Benedictine 

abbey)  143 

Notre  Dame  Cathedral  ior.  110. 
las.  137. 140. 14a.  U3. 144, 
477 

Opera,  see  Academic  Royalc  dc 

Musiquc 
Opera -Comique  100,  1 14,  487, 

480,  4QT,  502 

see  also  Parts  court  (Comediens 
du  Roi);  see  also  above  Foirc  St 
Germain;  Foirc  St  Laurent 
Palais  des  Tuileries  93,  99,  103, 
ili  128,  136,  137,  283 
Grande  Salle  468 
Salle  des  Machines  93,  143, 466 
Salle  des  Suisses  yy,  i  30,  491 
Palais  du  Luxembourg  469 
Palais  Royal  67,  68,  yj.  yK,  [00, 
101,  in,  Lli  L3A  143, 487. 

Nouveau  Theatre  Italien  100. 
'34,487 

Theatre  du  67,  68^  96, 129,  143, 
460,  461,  462,  463,  467,  470, 
473,  477 
Passy  uh 

Peres  de  POratoirc  139 
Petit  Bourbon,  see  above  Hotel 
du  Petit  Bourbon 
Petit  St  Antoine  i_in 
Plciade  352 

printing  and  publishing  15^  21. 
28,  34,  S2,  83,  89,  90-100, 
I02nn,  103,  106  44,  177, 281. 

304,  320,  313,  339,  451,  45*. 
460.  461,  463,  46s,  468, 46Q, 

413-  424.*  425-  41^  422,  42§i 

481,  482,  483,  484,  485,  486, 

482,  48^  490,  49L  492,  493. 
494i  431,  498,  aw,  soi. 
5_°i»  SQ3,  SQ4 

Saint-Andre-des-Arts  98 
Saint  Barthclcmy  116. 
Sainte  Chapclle  yfv,  107,  1 1 1, 
121,  135, 143,  144,  324, 

479 

St  Etiennc-du-Mont  109,  136 
St  Eustachc  122.  123,  143,  324 
St  Germain-des-Pres  142 
St  Germain  PAuxerrois  133 

St  Gcrvais  113,       LISi  124- 

136,  142,  324 
St  Honore  1 10,  121 


St  Jacques-la-Boucherie  142, 

St  Louis  [Teglise  de  Popera'] 

(rue  St  Antoine)  1x2 
St  Louis-des-Invalides  120 
Ste  Madeleine-en-la-Cite  121. 

L45 

St  Martin-des-Champs  121 
St  Merry  nh 

St  Nicolas-des-Champs  121 

St  Paul  113,  116.  118,  138.  142 

St  Roch  113,  121 

St  Scverin  142 

St  Sulpice  134,  135 

Salle  Jeu  dc  Paumc  (rue  de 

Vaugirard)  143 
study  in  179,  2 1 5,  216,  218.  222, 

224,  240-1,  242,  244,  246, 

^>4 

Theatine  convent  127 

Theatre  de  PHotel  de  Bourgognc 

IOOt  120,  470,487 

Theatre  du  Marais  93 
Theatre  Francais  122,  134,  136 
Theatre  Italien  i_2j 
Paris,  Archbishop  of,  see  Gondy, 
Jean-Francois-Paul;  Noailles, 
Louis-Antoine  de 
Paris,  Siege  of  ( 1 580-90)  131 
Paris  court  i8j  44,  65^  68.  71,  83. 
87, 91,  93,  107,  I2IJ  152,  164, 

iSLL         ^7-  vn-  ^7-  4*'). 
468 

ambassadors  to  32,  280.  322 
Cabinet  Italien  107,  LL2 
Chambrc  94 

Chapelle  94^  108,  109,  118.  121, 
L3°iL3ii       143. 464.  471. 

423,  , 

Corned  iens  du  Roi  489 
Ecurie  94j  95,  370,  456 
Petits  Violons  95,  462 
royal  wedding  celebrations 

(1660-2) 2S-6. 93, Q4,  107,  112. 

128,  132.  465, 466 
Vingt-quatre  Violons  95,  1 12, 

Hi       U3i  11L  128,  264, 

3^429,  4J9j  456 
see  also  Bourbon  dynasty; 

Versailles  court 
Parker,  Geoffrey  I02» 
Parma  i  9j  22,  2L  77, 80,  197, 

Cathedral  65 

Madonna  della  Steccata  i8j  338 
Palazzo  Farncsc  theatre  32,  8_i 
Parma,  (Charles)  Duke  of  338;  see 

also  Spanish  monarchy 

(Charles  III) 
Parma  court  18,  23,  28,  30^  43,  52^ 

86,  89,  2_s6;  see  also  Farncsc 

family 
Parmigianino  296 
Parnassc  Francois,  see  Titon  du 

Tillct,  Evrard 


Partcnio,  Gian  Domenico  24,  30, 

34<  52 
Pasquali,  Niccolo  321 
Pasqualigo,  B.  pi.  22 
Pasqualini,  Marc' Antonio  60,  67, 

68,  71,  87 
Pasquini,  Bernardo  42,  &L  63,  65, 

66, 67, 60, 86,  87.  232. 133.  246, 

250^252^286 
Pasquini,  G.  C.  197,  198,  241 
Passau  480 

Passau,  Bishop  of  246 
Passau  court  244,  246 
Paterno,  Athillc  (Baron)  jj, 
Patin,  Jacques  1  o>> 
Patirio,  Carlos  328,  341 
Paumann,  Jakob  222 
Pccour,  Louis  Guillaume  135, 
139 

Pederson,  Mogcns  179,  180,  180, 
454 

Pcdcrzuoli,  Giovanni  Battista  255, 

2S6,  474 
Pcerson  [Pearson],  Martin  300, 

452 

Pekiel,  Bartlomiej  182^  184 

Pellegrin,  Simon-Joseph  101,  135, 
138,  142,  496 

Pellegrini,  Domenico  53 

Pembroke,  Earl  of,  see  Herbert, 
Thomas 

Penna,  Lorenzo  426,  4341? 

Pepusch,  Johann  Christoph  161, 
180,  264.  266,  267.  273.  274, 
275,  283.  284,  287,  292.  294, 
207.  300,  303.  3QS.  309,  412, 
443,  4M-.  494i  **  also  L'Epine, 
Margherita  de 

Pepys,  Samuel  85,  268^  273,  277, 
278,  292,  294,  300,  302,  310. 
465 

Peralta  Escudcro,  Bernardo  de 
341 

Peranda,  Marco  Gioseppc  88j  19  s, 

Perez  de  Guzman  347 
Pcrgolesi,  Giovanni  Battista  13, 
29j  72, 7J,  24i  75~*»  7i»  87, 

I52i  ML- ?55i  3^492,425! 
496,492,498 
Pen,  Jacopo  ['Zazzerino']  23,  43, 

44i45i46_14L4A7_L356-Ji82i 

449.  457 
Perlesberg  ifu 
Pcrrault,  Charles  130 
Perrin,  Pierre  (Abbe)  96,  no,  ill, 

122. 125, 12Q,  135-6,  468. 

469 

Perroni,  Giovanni  256,  257;  see 

also  D'Ambreville,  Anna 
Persiani,  Orazio  459 
Perti,  Giacomo  Antonio  53—4,  54 
Pcrtusati,  Count  90 

Peru  346,  347;  see  also  Cuzco 
Cathedral;  Lima;  Lima  court 
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Peru,  Viceroy  of,  see 

Castelldosrius,  Marquis  dc; 

Castro  y  Andrade,  Pedro 

Fernandez  de 
Perugia  195, 478 
Peruzzi  (opera  troupe)  32 
Pesaro,  Teatro  Pubblico  197,  407 
Pcscctti,  Giovanni  Battista  34-5 
Pescheur,  Nicolas  136 
Pcschcur,  Pierre  136 
Petrarch  5 

Petri,  Berendt  174-5 

Petri,  Lorenzo  51 

Petris,  C.  de  481 

Peuerl,  Paul  37^  436 

Pez,  Johann  Christoph  240,  244, 

Pczel,  Johann  Christoph  1 53,  214 
Pezold,  Christian  194,  200,  an 
Pfalz-Neuburg,  Eleanora 

Magdalcna  of  (Empress  of 

Austria)  85^  254,  252 
Pfciffer,  Johann  221 
Pfendner,  Heinrich  433 
Pfleger,  Augustin  220. 
Philibcrt,  see  Rcbillc,  Philibert 
Philidor,  Andre  Danican  Taint  qq, 

117,  136,  140 
Philidor,  Anne  Danican  gg^  136. 

iSL  493 
Philidor,  Francois-Andrc- 

Danican  136,  492 
Philidor  Collection  113,  136,  145 
Philidor  family  95,  136 
Philippe  de  Bourbon,  see  Bourbon 

dynasty  (Orleans) 
Philips,  Peter  316,  318,  325 
Piacenza  3 
Cathedral  82 
theatre  83 
Piani,  Giovanni  Antonio 

[Dcsplancs,  Jcan-Antoinc] 

lOQ,  136.  142 
Pic,  (Abbe)  Jean  478 
Picandcr,  see  Hcnrici,  Christian 

Friedrich 
Picchi,  Giovanni  30 
Piccinini,  Filippo  328,  411 
Piccinni,  Niccolo  29,  7^  73,  493 
Piedmont  6,  18-10 
Piedmont,  Princess  of  pi.  2 
Pierre,  Constant  102/1 
Pietism  135,  16^  18^  192,  194, 

196,  2  i  s,  240,  476 
Pinel,  Pierre  116 
Pippo,  see  Amadci,  Filippo 
Pisa  452  473  Cathedral  82. 
see  also  Orders  (S  Stefano) 
Pisendel,  Johann  Georg  176,  177, 

186.  200.  2QJ 
Pistocchi,  Francesco  Antonio 

Mamiliano  34,  S4j  80,  8^  200. 

2SS.  2W>  4l8  <) 

Pistoia  46,  86,  87 
Cathedral  86 


Congrcgazionc  dcllo  Spirito 
Santo  46 
Pitoni,  Giuseppe  Ottavio  67 
Piva,  Grcgorio  163 
Plato  6,  351 

Platti,  Giovanni  Benedetto  63, 221 
Playford,  Henry  301.  302 
Playford,  John  119,  273,  278,  aoi 
2o8j  300-01,  308,  312,  361. 

■175«,  409,  4S9,  463,  464,  474 
Playford,  John  (nephew)  301 
Playford  family  300-01 
Plock,  Bishop  of,  see  Waza,  Karol 

Fcrdynand 
Poglietti,  Alessandro  233, 251, 256 
Pohlc,  David  187,  190 
Poitevin,  Guillaume  14s,  146 
Poitiers  Cathedral  i4j 
Pola,  Governor  of,  see  Marccllo, 

Benedetto 
Poland,  see  Breslau;  Danzig; 

Krakow;  Polish  monarchy; 

Warsaw 
Polaroli,  Orazio  24 
Polish  court,  see  Krakow  court; 

Warsaw  court 
Polish  monarchy 
August  II  [the  Strong]  (King) 

167.  170,  199,  201,  479;  see  also 

Saxony  (Friedrich  August  I) 
August  III  (King)      .82,  iojj 

see  also  Saxony  (Friedrich 

August  II) 
John  II  Casimir  (King)  184 
John  III  Sobicski  (King)  87. 
Maria  Casimira  (Queen;  consort 

of  John  III  Sobieski)  63,  225, 

341 

Marie  Leszczynska  (Princess; 

Queen  of  France)  99,  497 
Michael  Wisniowiecki  (King) 

249;  see  also  Habsburg  dynasty 

(Elconora  Maria) 
Sigismund  III  (King;  King  of 

Sweden)  20,  33,  183,  184,  358; 

see  also  Swedish  monarchy 
Stanislaw  1  (King)  103,  107 
Wladyslaw  IV  (King)  182, 184, 

224;  mar.  to  Gonzague-Nevers, 

Marie  Louise  de 
Wladyslaw  Sigismund  (Prince) 

184 

see  also  Radziwill  (Princess); 
Saxony 

Polish  Succession,  War  of  3,  241 
Pollarolo,  Antonio  26^  35 
Pollarolo,  Carlo  Francesco  26,  34, 
35,66,81,83,84,87.  192.  2S3. 

Pollarolo  family  3^  87 
Pomerania  182. 10s 
Pompadour,  Mme  de  [Poisson, 

Jeanne-Antoinette]  99^  122. 

123,  LLL  13X,  139,  SQ3 
Pontc,  Costanza  de  68 


Pope  (Roman  Catholic  primate) 
Alexander  V 1 1  oo,  63,  66,  82,  467 
Alexander  VIII  66 
Benedict  XVI  6 
Clement  VIII  49 
Clement  IX,  see  Rospigliosi, 

Giulio 
Clement  X  59,  70 
Clement  XI  84,  286 
Clement  XII  48 
Gregory  XV,  see  Ludovisi, 

Alessandro 
Innocent  X  66 
Innocent  XI  86,  471 
Innocent  XII  31 
Paul  III  3 
Paul  V  22 

Urban  VIII,  see  Barbcrini, 

Maflco 
see  also  Castel  Gandolfo 
Pope,  Alexander  235,  286,  293, 

301,  306,  489 
Porpora,  Nicola  (Antonio)  rjj  24, 
33.  -14,  73.  74,  8t,  84,  87,  88, 
8^  196-7,  198,  2S4.  *SS.  3Q.1, 
496 

Porro,  Giovanni  Giacomo  244-5 
Porsile,  Carlo  236 
Porsile,  Giuseppe  25s.  256-^7.  2 so 
Poru,  Giovanni  34,  33,  84,  233, 

287,489 
Porter,  Andrew  xii 

Portugal,  see  Coimbra;  Lisbon, 
Lisbon  court;  Portuguese 
monarchy 

Portuguese  court,  see  Lisbon 
court 

Portuguese  Independence,  War  of 

Portuguese  monarchy 
Afonso  VI  (King)  344 
Catherine  of  Braganza  (Queen  of 

England)  280.  282.  208.  301 
John  IV  (King;  Duke  of  Barcelos 

and  Braganza)  333.  330.  342, 

344,  344-S,  U6 
John  V  (King)  213,  331,  333~4, 

.U.U  345,  3°J 
Joseph  I  (King)  333 
Maria  Barbara  of  Braganza 
(Queen  of  Spain)  pi.  2i±  331, 
338,  342 
Pedro  II  (King)  344 
Philip  IV  (King)  344 
Postcl,  Christian  Heinrich  172. 

!24t!26 
Potsdam  166,  168,  197,  200,  2x4 
Heiliggeist  church  303 
Sanssouci  pi.  9,  166,  168,  160, 
170.  212.  SQ2 
Potsdam  court  211.  212 
Poulton,  Diana  36511 
Pound,  Ezra  xi 

Pozzuoli  (Franciscan  monastery) 
7S,  408 
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Pradcs  Festival  444 
Practorius,  Bartholomacus  i6q, 

453 

Practorius,  Jacob  162.  174-5,  17  s, 
178;  father  of  175;  daughter  of 
174,  ifili 

Practorius,  Michael  4^  147,  150, 

l63,  191,  1Q3,  202,  219,  220, 

221,  ,112, 36ft,  uo,  4a  454 

Prague  26,  38,  33,  48,  167,  163, 
182.  192,  224,  225,  236,  2 j7  -8, 
246,  252,  25J,  491 

Battle  of  the  W  hite  Mountain 
229 

Carnival  504 

Clcmentinum  203,  229,  230 
collegium  musicum  4^3 
coronation  of  Charles  VI  (1723) 
/»/  ii  38,  ?L  I^L  I22i  203, 

22C.,  23«i.  250,  2S2.  2<H,  2S6. 

Hradschin  (royal  castle)  />/.  13, 
?J5 

Jesuit  seminary  258 

Jewish  ghetto  237;  Jewish  guild 

m 

monasteries  26,  247,  252 
Nicolaikirchc  167 
printing  and  publishing  40,  2^, 
462,  481 
river  Vltava  (Charles  Bridge) 

237=8 
St  Augustin  29 

Sporck  theatre  40-41,  237,  491 
Tyn  Church  242 
Prague  court  39,  225,  235,  252, 
449 

Prato  Cathedral  44 
Pratolino  54;  Villa  di  [Villa 

Medicea]  10,  47,  og 
Prcdicri,  Luca  Antonio  255,  257, 

485 

Prcssburg  [Bratislava]  192,  240 

Prcvost,  Francoisc  116,  139,  141 

Price,  John  241 

Price,  Robert  306 

Priest,  Josias  281,  302,  476 

Princes[-ses]  of  the  Blood,  see 

Bourbon  dynasty 
Printz,  Wolfgang  Caspar  176, 

190-91,  476,  478 
Priuli,  Giovanni  3i  454,  i£5 
Profc,  Ambrosius  191 
Promnitz,  Counts  of 
Erdmann  II  1  si,  176 
Leopold  ujo 
see  also  Sorau  court 
Provence  18, 132, 14  c,.  19S;  see  also 

Marseilles 
Provenzale,  Francesco  72,  76.  77, 
87 

Provinces  (British),  see  Dublin; 

Edinburgh;  Oxford 
Provinces  (French),  see  Aix-cn- 

Provence;  Dijon;  Lyons; 


Marseilles;  Provence;  Rouen; 
Tours 

Prussian  court,  see  Berlin  court; 

Potsdam  court 
Prussian  monarchy 
Anna  Amalia  (Princess)  166.  195 
Frederick  I  (King),  see 
Brandenburg  monarchy 
(Fricdrich  III) 

Frederick  II  (the  Great)  pi.  9, 79. 
'08,  I  SO,  152,  157,  iM,  167, 
168,  i()8  9.  197,  19S,  201,  209, 
211^  212^  irh  lAh.  ?S3j  iPi 
493,  soo,  soi,  S02, 503;  Prince 
166,  167,  i()H,  170,  185,  49ft 
Frederick  William  (Prince)  Lifl 
Fricdrich  Wilhelm  1  ['the 
barracks  King']  152,  157,  108, 

194,  32Q 
Louisa  Ulrika  (Queen  of 

Sweden)  502 
Wilhelminc  (Princess; 

Margravine  of  Bayreuth)  221. 

225 

Puccitelli,  Virgilio  184 
Pucbla  146,  347 
Cathedral  335,  34^  342 
Colegio  de  S  Pedro  342 
Colegio  Seminario  de  S  Juan  342 
Spanish  viceroy  346 
Pucbla,  Bishop  of,  see  Palafox  y 

Mendoza,  Juan  de 
Pugnani,  Gaetano  19 
Pujol,  Juan  (Pablo)  341 
Puliaschi,  Giovanni  Domenico  62 
Purccll,  Daniel  274,  282,  299,  308, 

312,  478.  480 
Purcell,  Henry  301-2 
anthems  2S4,  301,  412 
career  234,  293,  301  2,  472 
and  his  contemporaries  264,  277, 

279,  280,  209,  3J2,  319 
harpsichord  music  8_5_,  302 
instrumental  ensemble  music 
301-2.  473.  479 
odes  301,  302 

songs  301^  302^  383  (see  also 

theatre  music,  below) 
style  302,  362^  366 
theatre  music  265,  297,  302, 471, 

477,  ilh 

Dido  and  Aeneas  xvii,  281,  307, 
476 

Purcell,  Thomas  294 
Purcell  family  298 
Putcaux  126. 

Puy,  St  Pierre  Eynac  132 
Pyrenees,  Peace  of  the  (1659) 
32S 

Quagliati,  Paolo  67-8 
Quaker  2&1 

Quantz,  Johann  Joachim  169-70 
as  composer  167,  168.  170.  321 
and  his  contemporaries  40,  63, 


1 52,  1  S3,  176,  196.  197.  200. 
2252248 

as  flautist  and  teacher  168, 169 
70,  4QI,  493,  soo 
travels  18,  20,  53,  70,  100,  169- 
70,  248,  308,  492 
Versuch  einer  Anveisung  die  Flote 
traversiere  zu  spielen  (1752)  xv, 
xviin,  81^  83j  8^  108, 134,  157- 
8,  15811, 169  70, 304, 371,  415- 
6,  432,  43 4« 
Quedlinburg  abbey  188. 196 
Queensberry,  Duchess  of  225 
Querelle  des  Bouffons  xv,  7  s,  1 20, 
141 

Quinault,  Jcan-Baptistc  Maurice 
136 

Quinault,  Marie-Anne-Catherine 
06 

Quinault,  Philippe  q6j  107,  114, 
12  s,  126,  129,  130, 136-7,  132, 
293,  329.  360.  468,  469,  470. 
471,  47^,  47    474,  477,  486 

Quinault  family  136 

Quinciani,  Lucia  452 

Racine,  Jean  29,  107,  113.  124, 
128.  134.  137,  160.  320,  360. 

412,4241425 
Racquet,  Charles  137 

Radeck,  Johann  Martin  180; 

widow  of  l8q 
Radziwill,  Princess  163 
Ragucnct,  Francois  100,  102R, 

146.  146.  156-j  174.411.481. 

482,  490 
Raimondi,  Marghcrita  24 
Ramcau,  Claude  491 
Rameau,  Jean-Philippe  137-0 

appointments  137-8 

and  his  contemporaries  25,  ill, 

1 1  5,  Il6.  121.  123.  126.  131. 
i.V*  9,  140 
controversies  138-9,  140,  429, 
434* 

funeral  145 

keyboard  music  137-8,  268,  29(1, 
324,49',  494 

operas  etc  qj±  IP3-  USh  LilL  142. 
183,  400,  40 1  [ex.  u)  44L  499. 
SQ2.  503,  >Q4 

Hippolyte  el  Aricie  xvi,  101, 
103, 130,  Llii  III 
Platee  98,  138^  486^  497 
Pieces  de  clavecin  en  concerts  309, 

483.  5°« 

pupils  124.  133,  138 
Ramistcs  138 

treatises  139,  106.  137-8,  417, 
434»,  490,  492,  496 

see  also  Mangeot,  Marie-Louise 
Rameau,  Pierre  139 
Randall,  Peter  308 
Rankc,  Leopold  von  xi 
Raschenau,  Maria  di  253 
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Rasi,  Francesco  23,  356 
Rastatt  court  241;  see  also  Baden 

(Margraves  of) 
Ratti,  Lorenzo  58 
Ravenna  4 

Ravenscroft,  John  68 
Ravcnscroft,  Thomas  302,  452 
Ravn,  Hans  Mikkelsen  iKo. 
461 

Rebel,  Anne-Renee  124,  139 
Rebel,  Francois  le fils  99,  120,  139, 
502 

Rebel,  Jean  139 

Rebel,  Jcan-Fery  le  pere  95,  99, 
III,  122,  124,  13Q,  142,  144, 
4J6 

Rebel  family  1  vi 

Rebille,  Philibert  ('Philibert'] 

143 

Reformation  229 

bicentenary  of  188,  208 

centenary  of  202 
Regensburg  182.  186,  219,  244 

Gymnasium  Pocticum  1X5,  213, 

22Q 

Imperial  Diet  (1653)  234,  24U 
Reggio,  Pietro  (Francesco)  302-3, 
47Q 

Reggio  court  4 
see  also  Este  family 
Reggio  Emilia  opera  house  29,  40, 

Regnard,  Jean-Francois  im 
Rcgo,  Pedro  Vaz  345^  497 
Reiche,  Gottfried  214 
Reilly,  Edward  R.  xviin,  158ft 
Reincken,  Johann  Adam  1  qq.  160. 

173,  I7S.  17S,  204,  208,  471. 

Hi 

Rcinhardt,  Johann  Georg  252 
Reinhardt,  Joseph  Franz  257 
Rcinhardt,  Joseph  Franz  (son) 

Rcinhardt,  Karl  Matthias  257 
Reinhardt,  Kilian  257,  493 
Rcinhardt  family  257 
Rembrandt  van  Rijn  xii 
Restout,  Denisc  4461 
Reusner,  Esaias  163 
Reuss,  (Heinrich  Posthumus) 

Prince  of  202 
Rcutlingcn  240 
Rcuttcr,  Georg  von  255,  257 
Reutter,  Georg  von  (son)  2V7_ 
see  also  Holzhauser,  Theresa 
Reutter  family  252 
Reynolds,  (Sir)  Joshua  276,  305 
Rhcims  1 13,  145 
Rheinsbcrg  168,  169 
Rhincland,  see  Bonn,  Cologne, 

Diisscldorf 
Ribcira,  Paco  da  334;  royal  palace 

341 

Ricci,  Marco  pi.  23 
Riccio,  Benedetto  36 


Ricciotti,  Carlo  [Charles 

Bachichc,  'Bacciccia']  321,  322 
Rich,  Charlotte  27J 
Rich,  Christopher  303 
Rich,  John  ['Lun']  14^  266, 273, 

28l.  282.  288.  289,  297.  103.  40>» 

Rich  family  303 

Richelieu,  Cardinal  Qjj  oj,  107, 

125,  127,  132 
Richter,  Ferdinand  Tobias  254, 

2S2I48? 
Richter,  Franz  Xavcr  484 
Richter,  Johann  Christoph  199, 

200.  201.  221 
Richter,  Tobias  252 
Ricck,  Karl  Fricdrich  480 
Ricmann,  Hugo  443 
Ricmschncidcr,  Johann  Gottfried 

288 

Rifkin,  Joshua  446R 

Rigatti,  Giovanni  Antonio  35-6 

Rigaud,  J.  pi  12 

Rimonte,  Pedro  318,  325 

Rinuccini,  Ottavio  22,  44,  45,  46, 

4J,  47-^i  202^  224,  44<J,  45 \  , 

456 

Rio  de  Janeiro  345;  Biblioteca 

N'acional  j_44 
Rist,  Johann  161,  1(12,  163,  175 
Ristori,  Giovanni  Alberti  107, 

200-01.  492.  49s 
Ristori,  Tommaso  200. 
Rittcr,  Christian  ifig 
Riva,  Giuseppe  303 
Rivani  ['Ciecolino']  418 
Robcrday,  Francois  1 39-40 
Robert,  Pierre  118,  130,  U",  466, 

468,  474 
Robert i,  see  Frigimclica  Robcrti, 

Girolamo 
Robinson,  Thomas  450 
Rochechouart,  Count  of  12 
Rochester,  Earl  of,  see  Wilmot, 

John 
Rodez  144 

Rodrigues  Coelho,  Manuel  345 
Rodriguez,  Felix  Jorge  341 
Rodriguez,  Vicente  341 
Roger,  Estienne  15,  16,  40,  100. 

267,  293,  308.  317,  321,  322, 

323.  412,  47Q 
daughters  of  321 
see  also  Amsterdam  (printing  and 

publishing) 
Rogcri,  Giovanni  Battista  19,  36 
Rogeri,  Pietro  Giacomo 

['Ruggcrius']  36 
Rogier,  Philippe  339,  341 
Rognoni,  Riccardo  20,  426 
Rognoni  Tacggio,  Francesco  20^ 

35j,4j8  («.  1).  426,  4S4 
Rolle,  Christian  Friedrich  205 
Rolli,  Paolo  Antonio  35,  4*,  40, 

80,  88,  89,  287.  goo,  203,  303. 

♦jgt  499»  4^.  49*.  49".  SOI 


Roman,  Johan  Helmich  ['the 
Swedish  Handel']  180-81,  218, 
49S.  5°2 

Rome  3-  4j  2i        I°»  28,  29,  3J, 
3S.  37,  42,  4^,  4>.  47,  55~72, 
22,78,80,81,^83,84,85, 
86^87^  S8,  HQj  qo,  132,  135,  146, 
16s.  182.  183.  186.  195,  iQ7, 

225,  2J_l^  233  4,  24J,  24A  24^ 

2SO,  253,  254,  255.  257,  285-6, 

293,  307,  334,  340,  342-3,  356, 

360,  413,  4S4,46it47i 
Accadcmia  degli  Ordinati  37 
Accademia  dell' Arcadia  pi.  3,  6, 

32,  60.  61.  67,  6qt  2U,  2S9,  464 
Accademia  di  S  Cecilia  42,  67, 

4S0.  4SS.  474 
Accademie  Poctico-Musicali  342 
Arcadi  di  Roma  53 
Arciconfratcrnitadclle  Sacrc 

Stimmate,  see  below  S 

Francesco 
Arciconfraternita  del  Ss 

Crocifisso,  see  below  S  Marccllo 
Bassano  63 
Bassano  63 

Cancelleria,  see  below  Palazzo 

della  Cancelleria 
Carnival  40,  43,  63,  68,  63,  25 
Chiesa  Nuova  66,  29 
Collegio  Qementino  69 
Collegio  Germanico  (Jesuit)  28, 

58,  59,  60,  64,  78,  7Q.  85.  183, 

215,  224,  231,  257, 457 
Collegio  Romano  64 
Congregazione  dei  Musici,  see 

above  Accademia  di  S  Cecilia 
Congregazione  di  S  Cecilia  58, 

59,62,65,66,85 

Socicta  del  Centesimo  58 
French  embassy  65 
Gesu  55,  63,  83 
Museum  Kircherianum  64 
Oratorio  dclle  Stimmate,  see 

below  S  Francesco 
Oratorio  del  Ss  Crocifisso,  see 

below  S  Marcello 
Oratorio  di  S  Filippo  Neri  454 
Palazzo  al  Corso  qj 
Palazzo  Altemps  theatre  231 
Palazzo  Apostolico  69 
Palazzo  Barbcrini  55,  60,  62,  64, 

66,68,80,  135 

Teatro  de'  Quattro  Fontanc  65, 
66,  68,  69,  458,  459,  460 

Palazzo  Bonelli  286,  4X4 

Palazzo  Chigi  6j 

Palazzo  Colonna  67,  70,  86, 
468 

Palazzo  della  Cancelleria  pi.  3, 

61,  62,  66,  255 
Palazzo  (Dona)  Pamphili  (via  del 

Corso)  60,  66-7,  69 

theatre  hh 
Palazzo  Farncsc,  6a  464 
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Palazzo  Riario  6o,  67 
Tcatro  Tordinona  60,  67,  70, 

Palazzo  Rospigliosi  55 
Palazzo  Zuccari  64,  342 
Pantheon  61 
Portuguese  church  346 
Portuguese  embassy  342 
printing  and  publishing  16,  58, 

59,  ^  6i,  62-1,  64,  6s,  66,  67, 

io*L  £54  341,  iiih  liii  457. 

45?_i  4!lL  4_6j\        414,  425i 

477.  480.  486,  400,  SOI 
S  Apollinare  53 
Ss  Crocifisso,  see  below  S 

Marcello 
S  Francesco 

Arciconfraternita  dcllc  Sacrc 

Stimmate  6j 

Oratorio  delle  Stimmate  86 
S  Giovanni  dei  Fiorcntini  65,  70 
S  Giovanni  in  Latcrano  54,  60, 

61,  63,  66,  242 
S  Lorenzo  in  Damaso  66,  2^ 
S  Luigi  dei  Francesi  54,  58,  54, 

65,  66,  67,  68,  86,  87,  242,  244 
S  Marcello  6r,  65,  X6_,  243 

Arciconfraternita  del  Ss 

Crocifisso  64  67 

Oratorio  del  Ss  Crocifisso  50, 

65.  60 

S  Maria  (Trastevere)  58 

S  Maria  in  Aracoeli  64 

S  Maria  Maggiorc  55,  58,  62,  66, 

68,64,74,87. 

Borghese  chapel  62 
S  Maria  sopra  Minerva  182 
S  Pietro,  see  below  Vatican  (S 

Pictro) 

Seminario  Romano  43,  54,  62. 
63,  64,  83,  183 

Tcatro  Capranica  40, 63, 67. 70, 

88,342,478 
study  in  18, 10^  32,  si  58,  sa, 

61 , 62, 63, 68,  74, 74, 82, 107, 

HQ.  144.  180,  I QQ.  217,  220. 

222,  231,  243,  244.  LSI.  2j?3. 

2^320,324,344,346 
Teatro  Argentina  495 
Teatro  Capranica,  (M  above 

Seminario  Romano 
Tcatro  dcllc  Dame  78,  488 
Teatro  de'  Quattro  Fontane,  see 

above  Palazzo  Barbcrini 
Teatro  Tordinona,  see  above 

Palazzo  Riario 

Vatican  45,  53,  54,  58,  65,  63, 
126,243 

ambassadors  to  the  44,  783  170; 
see  also  Fontes,  Marquis  de 
Cappella  Giulia  (papal  chapel) 
S5i  S8,  62,  64,  66,  67,  6q,  7i, 
79.  8^.  M,  Ss.oa,  126,  242.  ^1, 
m.  4S7,  461,  486 

Cappella  S  Pctronilla  6§ 


Cappella  Sistina  9^  62.  65,  66 
Collegio  Sacro  [College  of 
Cardinals]  45,  444 
S  Pietro  62,  74,  164,  183,  244, 

45! 

Romero,  Mateo  (Rosmarin, 
Mathicu;  'El  Maestro  Capitan'] 
342,  328,  340.  3J8,  344,  341-2 

Romhild  171 

Romhild,  Johann  Thcodor  141 
Rore,  Cipriano  da  338 
Rosbach,  C.  F.  214 
Roseingrave,  Daniel  303 
Roscingravc,  Ralph  303 
Roseingrave,  Thomas  277,  303-4, 

305,342,  500 
Roseingrave,  \\  Uliam  304 
Roscnmullcr,  Johann  36,  176,  iqq 
Rosier,  Carl  217 
Rosier,  Maria  Anna  214 
Roskilde  Cathedral  179 
Rospigliosi,  Giulio  (cardinal); 

Pope  Clement  IX)  63,  64,  6q, 

66,  68, 68, 80,  87,  320,  4s8, 460 
Rosselli,  John  36511 
Rosseter,  Philip  246 
Rossi,  Camilla  de  253 
Rossi,  Giacomo  2M1 
Rossi,  G.  V.  [Ervthraeus]  74,  48s, 

486 

Rossi,  Luigi  68 
cantatas  59,  74 

and  his  contemporaries  54,  6^ 

68,  71,  242 
instrumental  music  44,  306 
operas 

//  palazzo  mcanlato  64,  hS,  6<>. 
460 

Orfeo  xvi,  68,  ioq,  128.  132, 
360,  461,  462;  performers  67, 
68,  78,  85,  n6,  123 
pupils  84,  84 

see  also  Ponte,  Costanza  de 
Rossi,  'Madama  Europa'  23 
Rossi,  Michelangelo  ['Michel 
Angclo  del  Violino']  68— o 
Rossi,  Salamone  10,  24,  23-4,  24, 

3L  I06.  3Q4.440.  450.  4SS 
Rossini,  Giacomo  365/1 
Rostock  14Q,  iss,  160.  161.  4_5i 

Maricnkirchc  160.  161 

Nikolaikirche  i6q 

University  of  160,  161,  174 
Rostropovich,  Mstislav  21 
Rotterdam  319,  321 
Roubiliac,  Louis-Francois  200, 
222 

Rouen  14s,  146;  Notre  Dame 

Cathedral  125,  144,  145 
Rousseau,  Jean  1 1 1 ,  116,  130,  140, 

«4L  475 
Rousseau,  Jcan-Baptiste  1 17.  140 
Rousseau,  Jean-Jacques  xv,  xviin, 

74,  IL  toil  I°8«  L3JL  Mo-4'. 

246,  2S4  442.  434".  521 


Rousscl,  Qaude  120 
Rousscl,  Louise  L26 
Rovctta,  Giovanni  24,  34,  34,  36, 

IQ4,  1QS.  46l 

Rowe,  Nicholas  244 
Rowe,  Walter  170,  222 
Rowe,  Walter  (son)  140 
Roy,  P  C.  134. 

Royer,  Joseph-Nicolas-Pancrace 

131,  141,  503 
Rozycki,  Jacek  184 
Rubens,  Peter  Paul  31 S.  324 
Ruckers,  Andreas  [Andries]  345 
Ruckcrs,  Hans  323, 325, 434 
Ruckers,  Joannes  I  Jan  J  345 
Ruckcrs  family  108,  307,  32s,  414 
Rudbcck,  Olof  {80, 1S2 
Rudenhausen  court  342 
Rudolstadt  192,  223 
Rudolstadt  court  186,  187;  seat  of 

Schwarzburg,  Count  of 
Rugeri,  Francesco  [il  Per']  14,  20 
Rugcri,  Giacinto  2a 
Rugeri,  Vincenzo  20. 
Rugcri  family  14 
Ruggicri,  Giovanni  Maria  34,  445 
Ruiz  de  Ribayaz,  Lucas  345_,  344 
Ruiz  de  Robledo,  Juan  344 
Ruppin  1 66,  167,  168,  i6g,  4g8; 

see  also  Prussian  monarchy 

(Frederick  II) 
Ruspoli,  (Marquis)  Francesco 

Maria  to,  6o_,  84, 84,  250,  286; 

see  also  Rome  (Palazzo  Bonelli) 
Russell,  Bertrand  xii 
Russia,  Empresses  of 
Anna  Ivanova  [Anna]  32, 90, 492 
Catherine  ['the  Great']  24,  243 
Elizabeth  (Regent)  34 
Russian  court,  see  Moscow;  St 

Petersburg  court 
Rutland,  Duke  of,  see  Manners, 

John 
Ryom,  Peter  41 

Sabatini,  Nicola  76 
Sablicrcs,  Jean  Granouilhet 

(Sieur  de)  L22 
Sacchini,  Antonio  74,  494 
Sacher,  Paul  444 
Sack,  Johann  Philipp  504 
Sacrati,  Francesco  36,  34,  86, 460, 

461 

Sadie,  Stanley  xviiw.  446/1 
Saggione,  Joseph,  see  Fcdeli, 

Giuseppe 
Sainctonge,  (Mme)  Gillot  de  144 
St  Barbe,  (Sir)  John  305 
Saint-Christophe,  Mile  LL& 
St  Cyr,  see  Versailles  (Maison 

Royalc) 

Saintc-Colombe,  Sieur  de  1 1 6, 
148,122, 130,  140,  141.  4U, 
daughters  of  1 4 1 

Sainte-Colombe  le  fils  141 
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Sainte-Colombe  family  141 
Saint-Evremond,  Charles  de 

Saint-Denis  124^  13^  304 
Saint-Germain,  chateau  137. 

467,46^469,  470.  471,472 
Saint-Lambert,  ?Michel  de  141, 

481.  483 
St  Petersburg  32,  499 
St  Petersburg  court  29^  32^  47^  81. 

100,  223,  253;  we  a/jo  Russia, 

Empresses  of 
Sala,  Giuseppe  16,  34,  36 
Salazar,  Antonio  de  346, 347^  342 
Salazar,  Diego  Jose  de  342 
Salieri,  Antonio  30 
Salimbeni,  Felice  108 
Salisbury,  Earl  of,  see  Cecil  (Sir) 

Robert 

Salisbury  Cathedral  292,  296,  303, 
1" 

Salle,  Marie  116,  141-2,  28q; 

brother  of  141 
Salmon,  Jacques  100 
Salmon,  Thomas  273,  2q8,  312, 

469 
Said  2qq 

Salo,  Gasparo  da  32 
Salomon,  Joseph-Francois  101 , 
142 

Salvadori,  Andrea  42,  457 
Salvatore,  Giovanni  76,  72 
Salvi,  Antonio  27_,  25^  488,  494, 

Mi  497_,  498 
Salzburg  80,        203,  232,  238, 

24S-6.  250 

Cathedral  8a,  245,  246,  47^  473 

Hellbrunn  palace  (summer 
residence)  231,  232 
Steintheater  231,  232, 453 

printing  and  publishing  24b,  476 

Residenz-Theater  232 

University  of  (Benedictine)  230, 
231,  246 

Salzburg,  (Prince-) Archbishop  of, 
see  Dietrich,  Wolf;  Hohenems, 
Marcus  Sitticus  von;  Lodron, 
Paris;  Thun,  Johann  Emst 
von 

Salzburg  court  220. 231, 234, 245- 

6.  2  SO.  2f?2 

Sammartini,  Giovanni  Battista 
2Q-2I.  QQ,  241.  304 

Sammartini,  Giuseppe  20.  267, 

Sam  well,  (Sir)  Thomas  2i 
Sanccs,  Giovanni  Felice  236,  237, 

15_L  254i  m>  257~$i  468 
Sandoni,  Pietro  Giuseppe  54 
Sangerhausen,  Jakobikirche  188. 

204,  481 
San  Miniato  Cathedral  44 
Sansevero,  Prince  of  73 
Sanssouci,  see  Potsdam 
Santa  Cruz,  Augustinian 

monastery  333 
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Sant 'Anna  [Sa  Bacon],  Jose 

Pcreira  de  345 
Santiago,  Francisco  de  341 
Santiago  de  Compostela 

Cathedral  343 
Sanrurini,  Francesco  196,  234,  235 
Sanz,  Gas  par  [Sanz  Cclma, 

Francisco  Bartolome]  342 
Saracinelli,  Ferdinando  456 
Saracini,  Claudio  ['II  Palusi'J  48 
Saragossa  325 
Nuestra  Senora  del  Pilar 

Cathedral  340, 34L  342 
S  Francisco  (monastery)  341 
Sardelli,  Anna  Maria  82 
Sardinia  3.  4,  see  also  Savoy;  Turin 
Sarro,  Domenico  Natale  Li  33, 

aafa  22gT  Aoi.  ao8 

Sarti,  Giuseppe  494 

Sartorio,  Antonio  33,  36-7,  151, 

Sauval,  Henri  143 

Sauveur,  Joseph  124,  142,  481. 

Savioni,  Mario  68,  69 

Carlo  Emanuele  I  (Grand  Duke) 
18 

Carlo  Emanuele  II  (Grand 

Duke)  iq,  i_L2 
Eugenio  (Prince)  34 
Henriette  Adelaide  (Electress  of 

Bavaria)  231^  232^  243 
Maria  Luisa  (Queen  of  Spain)  139 
Marie  Adelaide  (Duchess  of 

Burgundy;  Dauphine)  ioq, 

LH143 
Maurizio  (Prince;  Cardinal)  18, 

Is 

Vittorio  Amedeo  1  (Grand 
Duke)  853  see  also  Bourbon 
dynasty  (Christine) 

Vittorio  Amedeo  II  (Grand 
Duke;  King  of  Sardinia)  18,  iq, 

63*244 
see  also  Turin  court 
Saxe-Altenburg,  see  Altenburg 
court 

Saxe-Gotha,  (Friedrich  I)  Duke 

of  103^  see  also  Got  ha  court 
Saxe-Lauenburg,  (Julius  t 

Heinrich)  Duke  of  162;  see  also 

Schlackenwerth  court 
Saxe-Merseburg,  (Heinrich) 

Duke  of  1013  see  also  Merseburg 

court 

Saxe-Romhild,  (Heinrich)  Duke 

of  47S;  see  also  Romhild 
Saxe-Weimar  court,  see  Weimar 

court 

Saxe-Weissenfels,  Dukes  of 
August  186.  191 
Christian  (Prince)  1 52,  205,  209 
Johann  Adolf  1  186,  180,  28s 
Johann  Georg  188,  iq8,  204,  481 
see  also  Weissenfels  court 


Saxe-Zeitz,  (Moritz)  Duke  of  203; 

see  also  Zeitz  court 
Saxony 

Erdmuthe  Sophia  (Princess; 
Margravine  of  Brandenburg- 
Bayreuth)  195 

Friedrich  August  I  (Prince- 
Elector;  King  of  Poland 
[August  II])  1  L»  481  Sii  29j  ISSi 
200.  201.  209, 403;  *» 
Wiirttemberg  (Christine 
Eberhardine) 

Friedrich  August  II  (Prince- 
Elector;  King  of  Poland 
[August  III])  177,  107,  198, 
200,  209,  21 1,  496;  see  also 
Habsburg  dynasty  (Maria 
Josepha) 

Friedrich  Christian  (Prince)  198; 
see  also  Bavaria^  Maria  Antonta 
Walpurgis) 

Johann  Georg  I  (Prince-Elector) 
IQS.  202,  203,  217,  4SS 

Johann  Georg  II  (Prince- 
Elector)  19^-200 

Johann  Georg  III  (Prince- 
Elector)  8JL  10^  216.  223 

Maria  Amalia  (Princess;  Queen 
of  Spain;  Queen  of  the  Two 
Sicilies)  74^  201 

Maria  Anna  (Princess;  Electress 
of  Bavaria)  88,  108 

Maria  Josepha  (Princess; 
Dauphine  of  France)  108.  503 

Sophia  Eleonora  (Princess; 
Landgravine  of  Hessen- 
Darmstadt)  106.  202. 

see  also  Cbthen;  Dresden;  Halle; 
Jena;  Leipzig;  Merseburg; 
Polish  monarchy;  Weissenfels; 
Zittau 

Sbarra,  Francesco  48,  82^  468; 

wife  of  48 
Scacchi,  Marco  58, 16^  183^  184, 
184. 1 86, 201 . 232. 460, 461 , 46a 
Scalfi.  Rosana  33 
Scalzi,  Carlo  289 
Scandinavia,  see  Bergen; 
Christiania;  Copenhagen; 
Stockholm;  Trondheim; 
Uppsala 
Scarlatti,  Alessandro  60-70 
appointments  60-70.  473 
cantatas  j>9,  69,  72,  86 
church  music  6Qj  2&h 
and  his  contemporaries  '-1,  62, 

249,  285 
designers  63^  25  3 
influence,  pupils  70,  73^  102 
instrumental  music  70 
librettists  24,  33.  66,  6q 
operas  60  -70.  156,  382-3,  384-S 

(ex.  6)j  400,  472, 472,  429,  483, 

4§7 
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oratorios  6$_,  (h) 
patrons  10,  60,  66,  63 
publishers  321 
singers  Ho,  81,  H4,  85,  87 
and  his  son  ijj  342  3 
style  60-70.  382  3,  384-5,  4iQ 
on  wind  instruments  441 
Scarlatti,  Domenico  pi.  2T,  342-3 
and  his  contemporaries  jjv,  225, 

285,286 
and  his  father  13,  342  3 
influence  331-3.  34'.  UAi  345 
instruments  268,  296,  369 
patrons  jo,  342 
at  Rome  34*1  486 
sacred  music  331 
secular  vocal  music  88,  303,  334, 

342 
singers  84 

sonatas  303,  303,  331-2,  342, 

377-8,  SOO 
at  the  Spanish  and  Portuguese 

courts  330,  331,  334,  342,  489, 

4JM.496 
style,  influences  6^  73,  342 
Scarlatti,  Francesco  6g 

Sceaux  134,  '37,  474 
Grandes  Nuits  dc  98,  108,  109, 

110,  134,  486 
Schacht,  Matthias  Henriksen 
i8j 

Schaffrath,  Christoph  168 
Scheibc,  Johann  Adolph  ij6, 181, 

102,211,212,213,376,495, 

4o8.  400.  500 
Schcibcl,  Gottfried  Ephraim  155, 

163,450 

Scheidemann,  Hcinrich  163,  175, 

'7S,  i84j  322 
Scheldt,  Samuel  122.  153,  160, 

162,  17s,  1842  IQJj  202,  221, 

322,  386-7  (ex.  7),  387, 188, 

380,  454,  455,  456 
Schcin,  Johann  Hermann  150, 

187,  202,  213,  2I4-I-S, 

221,  4 .S3.  454,  4SS,  4S6 
Schclle,  Johann  162,  172,  iqi, 

215,  zih 

Schenck  [Schenk],  Johannes  317, 
321-22 

Schiassi,  Gaetano  Maria  334 
Schickhardt,  Johann  Christian 

Schieferdecker,  Johann  Christian 

160,  163,  121 
Schildt,  Antonius  163 
Schildt,  Mclchior  163 
Schindler,  Poul  Christian  180, 

l8_l  476 
Schlackenwerth  ihz 
Schlackenwerth  court  162,  241. 

481 

seat  o/Saxe-Lauenburg  (Duke 
of);  Baden  (Margraves  of) 
Schleswig  159. 


Schleswig-Holstcin,  Dukes  of  152 
Christian  Albrecht  165,  171 
Friedrich  III  160,  187 

Fricdrich  IV  liu 

seat  at  Gottorf  court 
Schmelzer,  Andreas  Anton  2j>8 
Schmelzer,  Johann  Heinrich  237, 

238,  248,  251.  2s4.  2=jS,  2^8, 
467^422 

Schmid,  fcL  238W,  2397; 
Schmidt,  Balthasar  221 
Schmidt,  Johann  Christoph  184, 

IQQ,  2111 

Schnitgcr,  Arp  163,  415 
Schnitger,  Franz  Caspar  [63 
Schnitgcr,  Johann  Georg  Jiirgen 
163 

Schola  Cantorum  Basilicnsis  443 
Schonborn,  Count,  see  Mainz 

court  (Lothar  Franz) 
Schonborn,  Johann  Philipp  Franz 

von  §2,  83,  221 
Schop,  Albert  17J 
Schop,  Johann  15^  163, 170, 12& 

iq6 

Schop,  Johann  (the  younger)  17J 
Schop  family  17J 
Schott,  Caspar  69^ 
Schott,  Gerhard  174 
Schrattenbach,  (Cardinal) 

Wolfgang  89 
Schrcibcr,  Christoph  188 
Schreiber,  Hans  454 
Schroder,  Johannes  189 
Schroder,  Lorentz  181=2 
Schrdter,  Christoph  Gottlieb  174, 

181.  192,  201,  415.  49' 
Schulzc,  Hans-Joachim  44 nw 
Schiirmann,  Georg  Caspar  160. 

163-4 

Schiitz,  Gabriel  189,  izi 
Schiitz,  Hcinrich  201-3 

and  his  contemporaries  150.  162, 
ioj,  214,  22T,  241, 454 

in  Copenhagen  202,  458,  460 

in  Dresden  162.  200.  202-  3,  453 

family  202 

influence  213 

in  Kassel  201-2,  217,  452 

music  36,  too,  201-3,  224,  362, 
409.  455,  456,  4S9,  462,  465 

relations  with  patrons  x\ii«,  150, 

164,  201-3,  217 

pupils  and  proteges  29^  88j  164, 

165,  178,  186,  100,  1Q5,  109, 
?ii 

in  Venice  23,  201,  202,  451,  457 
Schiitz,  Jacob  Balthasar  221,  222; 
mar.  to  daughter  of  Hainlcin, 
Paul 

Schiitz,  Johann  Jacob  221 
Schiitz  family  221 
Schwabisch-Hall  220 
Schwarzburg,  (Albert  Anton) 
Count  of  186 


Schwarzburg-Rudolstadt, 

(Friedrich  Anton)  Prince  of  182 
see  also  Rudolstadt 

Schwcdt  court  222 

Schwemmer,  Heinrich  i8q,  218. 
220,  221,  222 

Schwerin  court  172,  175,  222 
Christian  Ludwig  (Duke)  175 
Friedrich  Wilhelm  (Duke)  i_j2 
see  also  Mecklenburg-Giistrow 

Scolopi  U 

Scotland  272;  see  also  Edinburgh 
Sebastiani,  Johann  170 
Seemann,  Tobias  248 
Scgisto,  Pcrsio  [pseud.]  22 
Segovia  Cathedral  339, 34J 
Scignclay,  Marquis  dc  132 
Seixas,  (Jose  Antonio)  Carlos  de 

332,  342,  345-6,  480,  409 
Selle,  Thomas  163,  17J,  LZ5_>  >95, 

460 

Sclma,  Bartolomco  dc  343 
Selma  y  Salavcrde,  Bartolome  dc 

343,  404 
Senaillc,  Jean-Baptiste  100. 142, 

412,  485;  father  of  142 
Senesino  [Bcrnardi,  Francesco] 

80,  88,  89,  287,  288,  289,  303, 

362,  419,  420,  406 
Scrafin,  Sanctus  ij^ 
Scrqucira  [Lima  Serquciros], 

Juan  dc  333,  343 
Settle,  Elkanah  302 
Seven  Years  War  (1756  -63)  166, 

iM 

Sevigne,  Mme  de  107,  124 
Seville  404 

Cathedral  334,  34^  342 

S  Salvador  338 
Seville  court  331,  340,  342,  404 
Sforza,  Antonio  20 
Sforza,  Costanza  6g 
Sforza  family  6g 

Shadwell,  Thomas  273.  280.  294, 

302,  303,  304,  307,  47Q,  471 
Shakespeare,  William  265,  272, 

277,  205,  302.  304,  304,  313, 

470,  471,  477 
Shaw,  George  Bernard  443,  446W 
Shcrard,  James  304 
Shirlev,  James  278,  206,  298,  304, 

45i 

Shore,  John  295 
Shrewsbury  225 
Shudi,  Burkat  268,  203,  295  6, 

304-S,  307,  36q;  daughter  of 

305 
Siam  117 

Sicard,  Jean  142;  daughter  of  142 
Sicily  3,  4,  78 
King  of  the  Two  Sicilies,  see 
Spanish  monarchy  (Charles 
III);  see  also  Saxony  (Maria 
Amalia) 
see  also  Palermo 
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Sidonia,  Anna  2  \  1 

Sicfcrt,  Paul  183,  184,  184,  202, 

222,  322.  400.  461,  462 
Siena  4J,  48*  82,  451 

Accademia  degii  Intronati  43 

Cathedral  43 
Siena  court  6q,  82,  87 
Siface,  see  Grossi,  Giovanni 

Francesco 
Signorini,  Giovanni  Battista  44,  42 
Silbermann,  Andreas  242 
Silbcrmann,  Gottfried  199,  211. 

212.  242,160,  ^70,  41  5,  40* 

Silbermann,  Johann  Andreas  242 
Silbcrmann  family  241-2 
Silesia  iqi,  197,  224 
Third  Silcsian  War  158 
see  also  Brcslau;  Breslau  court 
Silesia,  (Georg  III)  Duke  of  163; 

see  also  Breslau  court 
Silvani  [Valsini],  Francesco  24, 

40,  74,  88,  2  so.  483 
Simpson,  Christopher  208,  305, 

386,  427  (ex.  4),  46s,  467,  468 
Simpson,  Thomas  164 
Sitticus,  Marcus,  see  Hohenems, 

Marcus  Sitticus  von 
Skalicka,  M.  239ft 
Slopcr,  John  277 
Slovakia,  monasteries,  255 
Smith,  'Father'  (Bernard) 

[Schmidt,  Bcrnhard;  Smit, 

Bacrcnt]  274, 287,  292, 305, 473 
Smith,  John  Christopher 

[Schmidt,  Johann  Christoph] 

287,  305 
Smith,  John  Christopher  (son) 
^  373,  200,  291,  2Q3,  305-6 
Smith,  Joseph  307;  see  also  Tofts, 

Catherine 
Smith,  Robert  294 
Smith  family  301; -6 
Smyrna  179 

Sobieski,  Alexander  (Prince)  225 
Society  of  Jesus,  see  Jesuits 
Soler,  (Padre)  Antonio  332,  341, 

343,  494 
Solnitz,  Anton  Wilhelm  317 
Somaschians,  see  Venice 
Somerset,  Earl  of  296 
Somis,  Francesco  Lorenzo  19 
Sonus,  Giovanni  Battista  18,  19. 

61,  99,  122,  126,  496 
Somis  family  13 

Sondershauscn  court  162;  Kapelle 

Sophie  Elisabeth,  see 

Mecklenburg-Giistrow 
Sorau  court  176,  177,  190;  see  also 

Promnitz  (Counts  of) 
Sorge,  Georg  Andreas  192 
Soriano  58 

South  Germany,  see  Augsburg; 
Heidelberg;  Mannheim; 
Munich;  Stuttgart 


South  Netherlands  22,  60, 62,  304; 

see  also  Antwerp;  Brussels; 

Brussels  court;  Liege;  Orange 

(court  of) 
Spadaccini,  N.  336ft 
Spain,  see  Barcelona;  Barcelona 

court;  El  Escorial;  Madrid; 

Madrid  court;  Spanish 

monarchy 
Spanish  court,  see  Barcelona 

court;  El  Escorial;  Madrid  court 
Spanish  monarchy 
Bourbons  3312  332,  33S 

Maria  Luisa  (Infanta; 

Archduchess)  198 

Philip  V  (King;  Duke  of  Anjou) 

84, 33Q.  331,  .1.15, 3.l8,  339, 340, 
347;  see  also  Farnese  family 
(Isabella);  Savoy  (Maria  Luisa) 

Charles  II  (King)  256,  330,  340, 
347;  see  also  Bourbon  dynasty, 
Orleans  (Marie-Louise) 

Charles  III  (King;  Duke  of 
Parma;  King  of  Naples  and 
Sicily)  [The  Two  Sicilies])  3, 
78.  80,  8t.  84,  201.  250.  253. 
256,  250,  408,  Prince  339;  see 
also  Saxony  (Maria  Amalia) 

Ferdinand  VI  (King)  pi.  2T,  84, 
331,  340;  see  also  Portuguese 
monarchy  (Maria  Barbara  of 
Braganza) 

Habsburgs  327,  330,  332-3 
Charles  I  (King),  see  Habsburg 
dynasty  (Charles  V) 
•Charles  III'  (Archduke; 
Pretender)  331;  see  also 
Habsburg  dynasty  (Charles 
VI) 

Isabella  (Infanta;  Archduchess) 

318,325 
Luis  (Prince)  339 
Margareta  Teresa  (Infanta; 

Empress  of  Austria)  pi.  it,  48, 

235*254 

Maria  (Infanta;  Empress  of 

Austria)  235 
Maria  Teresa  (Infanta; 

Dauphine  of  France)  502 
Maria  Teresa  (Infanta;  Queen  of 

France)  93,  95,  107,  126.  128, 

142,  254,  329.  46s 
Philip  1 1  (King)  318,  327,  337; 

see  also  Habsburg  dynasty 

(Anna) 

Philip  III  (King)  3271^3321 
450;  see  also  Habsburg  dynasty 

(Margarita) 
Philip  IV  ['Planet  King*]  128. 

254,  3i8.  327.  328,  320-30. 

333,  335,  337.  340.  341. 463;  see 

also  Hahsburg  dynasty 

(Mariana) 
see  also  Spanish  Succession,  War 

of  the 


Spanish  Netherlands,  Viceroy  of 

the,  see  Brussels  court 

(archducal) 
Spanish  Succession,  War  of  the  3, 

42,  244,  2^  319*330,338 
Spencer,  Robert  275 
Speth,  Johann  415 
Spiridio  224 
Spohr,  Louis  367 
Spoleto,  Bishop  of,  see  Barberini, 

Maflfeo 
Spoleto  Cathedral  71 
Sporck,  (Count)  Franz  Anton 

237,248,491 
Sportonio,  Marc' Antonio  ['II 

Bologncse']  78 
Spremberg  (Lusatia)  191 
Spremberg,  Duke  of,  see  Saxe- 

Merseburg  (Duke  of) 
Staden,  Johann  iQt.  202.  221-2. 

222,453,454 
Staden,  Sigmund  Theophil  170, 

215.  219,  220.221.222 

Stadlmayr,  Johann  246,  248 
Stadtilm  192 

Staggins,  Nicholas  279,  306,  470 
Stainer,  Jacob  242,  367 
Stamitz,  Carl  502 
Stamitz,  Johann  Wenzel  Anton  xi, 
2^7,  487 

Stampiglia,  Silvio  41, 70, 252,  290. 

478,  479,  485*  495,  52° 
Stanesby,  Thomas  275,  306 
Stanesby,  Thomas  (son)  306 
Stanesby  family  306 
Stanley,  John  264,  275,  284.  292, 

303.  306,  306,  joq,  494 
Stanzani,  Tomaso  482 
Steele,  Richard  87,  286,  485 
Steffani,  Agostino  97,  164-5,  '7°. 

196,  200,  216,  218.  224.  2U. 

242,  286,  484,  492 
Steflkin  [Steffkins],  Christian  307 
Steflkin  [Stefkins],  Frederick 

William  306-7 
Steflkin  [Stefkins;  Stoeflken], 

Theodore  [Dietrich]  306-7 
Steigleder,  Johann  Ulrich  456 
Stein,  Louise  K.  336a 
Steinbacher,  Johann  Michael  248 
Stella,  Marchese  74 
Stettin  470 

Stigiiano,  (Prince)  Ferdinando 

Colonna  75 
Stillingflcct,  Benjamin  306 
Stobaeus,  Johann  i6§ 
Stockholm  165, 179,  180,  414, 470 
German  Church  179 
Riddarhuset  495 
Royal  Academy  of  Science  180. 
St  Jacobi  ihz 
Stockholm  court  60, 79,  83, 91, 
117,  179,  180,  182,  223,  253, 
273.  302;  see  also  Swedish 
monarchy 


544 


Copyr 


Index 


Stdlzel,  Gottfried  Heinrich  176. 
">2,  48«i 

Storl,  Johann  Georg  Christian  qj 
Strada  del  P6,  Anna  Maria  288, 

Stradclla,  Alcssandro  59,  69,  70, 
85,  86, <&  232.418,  468,  469 
Stradivari,  Antonio  19,  20,  21,  32, 

242.  367,  435,  46/,  4><7 

'Alard'  21^  'Duport'  21 
Stradivari,  Francesco  21 
Stradivari,  Omobono  21 
Stradivari,  Paolo  21 
Stradivari  family  14,  340 
Strasbourg  144,  240,  242 

Academie  de  Musique  144 

Cathedral  ioq,  144,  240 

Senate  242 

University  of  161,  218. 
Strattncr,  Georg  Christoph  192, 
47Q 

Stravinsky,  Igor  432.  444 

Strelitz  court  1H8 

Strieker,  Augustin  Reinhard  170, 

180,  208.  247 
Striggio,  Alessandro  22,  24,  47 
Strozzi,  Barbara  28^  37^  461 
Strozzi,  Giulio  2j_,  28,  32,  3^  jj, 

^  4S7.4SQ,  460,4^1 

Strozzi,  Grcgorio  77 

Strozzi  family  37-8 

Strungk,  Delphin  224 

Strungk,  Nicolaus  Adam  88,  154, 

201,  324rS,  471,  477 
Strunk,  Oliver  xviin 
Strut/.  Thomas  184-5 
Stuck,  Jean-Baptiste  [Batistin] 
100, 101,  134,  us.  no.  14^ 
Stuttgart  140,  1^2,  224,  25^  423 

collegiate  church  240 

Opera  240 
Stuttgart  Chamber  Orchestra 
444 

Stuttgart  court  172,  220.  221,  222, 
224,  240^  24_L,  244,  246 

Sucre  (Bolivia),  see  La  Plata 
Cathedral 

Sully,  Duke  of  1 10 

Sunderland,  Earl  of,  see  Spencer, 
Robert 

Swedish  court,  see  Stockholm 

court 
Swedish  monarchy 
Adolphus  Frederik  (King)  502; 
mar.  to  Prussian  (Louisa 

Ulrica) 

Charles  X  Gustav  (King)  6q 
Christina  (Queen)  {k  60,  <j_i_.  62. 
66,  67,  69,  70,  2h  22i  82,  85- 
86, 1  t6j  i2_3j  182,  462, 463,  464, 
46q.  472 

Fricdrich  (King;  Landgrave  of 
Hesse) 

Gustavus  II  Adolphus  (King) 
60j  2S3 


Sigismund  III  (King;  King  of 

Poland),  see  Polish  monarchy 
Swcelinck,  Jan  Picterszoon  322 
and  his  contemporaries  122,  325 
influence  160,  275,  345,  427 
music 

motets  454 

organ  works  322, 383 

£0  pseaumes  de  David  317,  322. 

±50 

pupils  163,  174,  i7s,  170,  184, 
L9L  3AL.  3J2 
Swieten,  (Baron)  Gottfried  van 
162 

Swift,  Jonathan  306 
Swift,  Richard  322 
Swiney,  Owen  gCjj 
Switzerland  242.  203,  410 
Szczurowski,  Jacek  500 

Tabel,  Hermann  20s.  30s.  307 
Tagliavacca,  Gian  Francesco  107 
Tagliazucchi  79. 
Taglietti,  Giulio  38,  484 
Taglietti,  Luigi  38 
Taglietti  family  38 
Talbot,  James  312,  478; 

manuscript  of  3W) 
Tallis,  Thomas  263.  270 
Tarascon  Cathedral  146 
Tarr,  Edward  375*1 
Tarragona  Cathedral  341 
Tartini,  Giuseppe  10^  27^  38-9, 

30.  40.  61.  139,  181,  321,  434*1, 

494,  406;  wife  of  38,  32 
Taruskin,  Richard  446*1 
Taskin,  Pascal-Joseph  108,  296, 

369,  4QQ 
Tasso,  Torquato  5,  24,  44. 45. 

485 

Tate,  Nahum  302,  307,  476 
Taylor,  John  212 
Taylor,  Robert  265 
Tecchlcr,  David  70-71 
Techelmann,  Franz  Matthias  258 
Teixeira,  Antonio  Jose  334,  346 
Tclemann,  Georg  Philipp  170-8, 

and  his  contemporaries  174,  176. 

1 8 1 , 1 88, 200, 204, 20s, 223, 28  5 
at  Eisenach  176 -7,  iuty 
at  Frankfurt-am-Main  176-7 
godfather  to  C.  P.  E.  Bach  166, 

205.  487 
at  Hamburg  1^,  iifv-,  173,  177, 

186,482 
influences  on  40,  100,  151,  397, 

m 

at  Leipzig  177.  208.  llh 
music  321 

amateur  chamber  music  178, 

493.  496 

operas  177, 255, 444, 490, 492 
Passions  168,  171,  177,  485 
quartets  492,  4^ 


publisher  177^  488, 433, 500 
pupil  iiii 

at  the  Sorau  court  176^  17J 

as  theorist  176,  178 

visits  to  Paris  (1707)  [764(1737) 

177.  498.  409 
Tenaglia,  Antonio  Francesco  60, 

74 

Tcsi  (Tramontini),  Vittoria  ['La 

Morctta'l  89,  197 
Tcssarini,  Carlo  8g_,  317,  501 
Tessier,  Charles  361 
Testore,  Carlo  Antonio  21 
Tcstorc,  Carlo  Giuseppe  20,  21 
Testore,  Paolo  Antonio  21 
Tcstorc,  Pietro  21 
Testore  family  21 
The  Hague  83^123,126, 283^  319, 
320,  321,  46ft 

Board  of  the  Admiralty  322 

East  India  Company  322 

Hoofkcrk  319 

Nicuwc  Kcrk  319 

Twickcl  322 
Theile,  Johann  160.  162. 165,  174, 

I25i  IMi  iQS.  201,471 
Theobald,  Lewis  282,  303 
Thierry,  Alexandre  1 13,  142 
Thierry,  Francois  142.  242 
Thierry,  Pierre  142.  145 
Thierry  family  142 
Thirty' Years  War  (1618-48)  150, 

Lili  LiSi  l^Ai  l8L  l8JL  202, 
203,  213,  3 '8,  220,  222.  224, 
22g,  23f>,  258,  ^62;  see  also 
Westphalia,  Peace  of 
Thomas,  W.  Moy  239ft 
Thomelin,  Jacques-Denis  142, 
47J 

Thomson,  James  500 
Three  Choirs  Festival 

(Gloucester,  Hereford  and 

Worcester)  487 
Thun,  Johann  Ernst  von  246 
Thuringia,  see  Eisenach;  Erfurt; 

Weimar 
Thurn  and  Taxis,  (Anselme- 

Francois)  Prince  of  ^2  ^ 
Tielke,  Joachim  178 
Tillicrc,  Jean  Baptiste  107 
Tilly,  Count  229 
Tilsit  190,  136,  482,  484 
Tindcl,  Robert  322 
Tirso  de  Molina  340 
Titclouzc,  Jehan  14s.  146 
Titon  du  Tillet,  Evrard  102,  i02», 

in,  120,  123^  125,  127,  130, 

Llli  U±>  IAL  lAh  142-3.  4Q3 
Tivoli  Cathedral  32,  59 
Todi  303 

Tofts,  (Mrs)  Catherine  297,  307 
Toledo  340 

Buenavista  340 

Cathedral  339,  340 
Tomkins,  Nathaniel  312 
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Tomkins,  Thomas  263,  279,  108, 
ill 

Tomlinson,  Gary  44611 

Tononi,  Carlo  20,  54 

Tononi,  Giovanni  54 

Tononi  family  54 

Tonson,  Jacob  308 

Torelli,  Giacomo  12^  36,  93^  94, 

116.  132,  U3,  340,  461,  46a, 

464 

Torelli,  Giuseppe  n,  5^  54,  54- 

5i  LSL  2op.  479,  484 
Torgau  202,  456 
Tornar,  Roberto  [Turner, 

Robert]  34^  346 
Torrcjon  y  Vclasco,  Tomas  de 

Torremaggiore  76 

Torres  y  Martinez  Bravo,  Joseph 

de  332^343, 481 
Torri,  Pictro  Sr,  243,  244,  245, 

3l6,  318,  323 
Tosi,  Pier  Francesco  ;o,  54^  81. 

83,  89,  24Q,  282,  355,  400,  4'7 

Toul  100 

Toulouse  log,  no,  145 
Toulouse,  Count  of,  s<y  Bourbon 
dynasty 

Tournieres,  Robert  124, 131;  see 

also  pi.  6 
Tours  ioq,  135,  144;  Cathedral 

[St  Gatien]  135,  145 
Tovcy,  Donald  435 
Trabaci,  Giovanni  Maria  77 
Tractta,  Tommaso  432 
Tranovsky,  Juraj  248 
Tregian,  Francis  180, 107.  451, 

454 

Trenck,  (Ritter)  von  der  501 
Trent  58;  Cathedral  58 
Trent,  Council  of  (1545-63)  Q4j 
466 

Tretzscher,  Matthias  218 
Tribou,  Denis-Francois  i_2j 
Tribuot,  Julien  113 
Tricarico,  Giuseppe  71,  251, 

254 

Trichet,  Pierre  146-7,  457 
Trilling,  Lionel  xii 
Trondhcim  17^  502;  Cathedral 
178 

Trujillo  Cathedral  346 
Tudway,  Thomas  278,  204,  312- 

13 

Tullio,  Francesco  Antonio  7_2_, 
483 

Tuma,  Framisek  Ignac  Antonin 

[Franz]  231,  258,  259 
Tunder,  Franz  62,  160,  165, 

daughter  of  160,  468 
Turco,  Francesco  246 
Turcnnc,  Henri  de  La  Tour 

d'Auvergnc  (Vicomte  de; 

Marechal  de  France)  L20 


Turin  4^  rj,  i8-tQ,  1 19 
Musici  Armonici  LL2 
Palazzo  Rcale  pi.  2, 6j 
study  in  iOj 122.  126. 141 
Tcarro  Rcgio  q,  18,  47,  52,  63. 

70,  Sij  86^  132 
see  also  Savoy 

Turin  court  i8j  19, 63, 85,91, 112. 
125, 141,  164,  244 

Turini,  Francesco  33,  449,  455 

Turkey  16. 

Turkish  Wars  ip^  223;  see  also 
Vienna  (Turkish  siege  of) 

Turner,  Robert,  see  Tornar, 
Roberto 

Turner,  William  264,  274.  277. 

294*322 

Tuscany  3j  4j  6,  29,  43-9;  also 
Florence;  Lucca;  Medici 
family;  Pisa;  Pistoia;  Siena 

Two  Sicilies,  King  of  the,  see 
Naples  court;  Sicily;  Spanish 
monarchy  (Charles  III) 

Tye,  Christopher  312 

Tycrs,  Jonathan  290 

Tyrol  242 
Claudia  Felicitas  of  the  (Empress 
of  Austria)  232 

Tyrol,  Governor  of  the,  see 
Mannheim  Palatine  court  (Carl 
Philipp) 

Uccellini,  Marco  41,  43,  404 
L'dine  Cathedral  35 
UfTenbach,  Johann  Friedrich 

Armand  von  218. 
L'golini,  Vincenzo  5_5_,  58,  67, 

Uhlenfcld,  Count  248 
Ujazdow  royal  palace  183 
United  Provinces,  see  Amsterdam; 

The  Hague;  Utrecht 
Uppsala  University  179.  181.  182, 

Akademiska  Kapelle  466 

Diiben  Collection  if& 
L  rhino  4,  34;  Cathedral  89 
Urbino,  Duchess  of  35 
Ursino,  Gennaro  23_,  73 
Usper  [Sponga],  Francesco  39 
Utrecht  i_L2,  287^  319,  320,  463, 

Cathedral  320 
Utrecht,  Peace  of  (1713)  i,  486 
Utrecht,  Treaty  of  (171 3  15)  98 

Vado,  Juan  del  u<j 
Valencia  33 1 ,  338 

Cathedral  340.  34' 

S  Martin  341 
Valencia,  Viceroy  of,  see 

Campoforido  (Prince  of) 
Valentine,  Robert  7 1 
Valentini,  Giovanni  249,  251,  258, 

455_,  46^  462 
Valentini,  Giuseppe  16,  89,  281 


Valentini,  Pier  Francesco  71,  320, 
458 

Valeriano,  B.  498 
Valerius,  Adriaen  322 
Valladolid  327;  Cathedral  342 
Vallerano  Cathedral  6n 
Vallerius,  Harald  181^  182 
Vallet,  Nicolas  322 
Vallotri,  Francesco  Antonio  25, 
3§i  39 

Vails,  Francisco  332^  340,  343, 

US,  SOI 
Van  Balen  325 

Vanbrugh  (Sir)  John  278.  303 
Vandini,  Antonio  38,  39 
Van  Dyck,  Anthony  121,  296 
Vanhal,  Johann  Baptist  499 
Vanini,  Francesca  25 
Van  Loo,  Mme  nq,  126 
Vannes,  St  Pierre  [45 
Vaqucdano,  Jose  de  343 
Var,  St  Maximin-en-  146 
Vargas  [Bargas],  Urban  de  343 
Varotari,  D.  82 
Vatican,  The,  see  Rome 
Vaudemont,  Marguerite  de 
(Duchess  of  Joyeuse)  ioh 
Vauxhall,  see  London 
Vaz,  Francisco  34s 
Vecchi,  Orazio  450 
Vega  Carpio,  Lope  Felix  de  328, 

^  332, 343i  452 
Veil  lot,  Jean  121,  143,464 

Vejvanovskv,  Pavel  Josef  248 
Vclasco,  Domingo  Antonio  de  343 
Velazquez,  Diego  328 
Velez  de  Guevara,  Juan  339 
Velez  de  Guevara,  Luis  328,  339. 
470 

Veneziano,  Gaetano  77 
Veneziano,  Giovanni  77 
Veneziano  family  77 
Venice  pi.  aa,  xv,  4^     10,  13-16, 
22-41,47,48,51,52,  53,  63, 

84,85,  86,  87,  88,  89,119,  149, 
163,  164,  192,  196-8,  199,  200, 
201-  2,  216,  220,  221.  223,  234, 
249, 255, 257, 259-6o,  285,  286, 
303.  307,  .U8,  3<>3,  4»o 
Accadcmia  degli  Animosi  259 
Accademia  degli  Incogniti  37 
Accademia  degli  Unisoni  28,  37 
Accademia  Musicale  Ebraica  jj 
ambassadors  to  3^,  48,  So,  140; 

see  also  Smith,  Joseph 
Carnival  n,  37,  40,  69,  79,  197, 

285,  286,483,485 
Collegio  dei  Nobili  38 
Great  Council  4 

Ospedale  degli  Incurabili  ij,  29, 

3Ii  34i  Hi  192 
Ospedale  dei  Mendicanti  n,  28^ 
29,  34,  469;  Conservatorio  24, 

?43 


546 


Index 


Ospedale  della  Pieta  13-14,  36, 

39_,  40,  63,  88,  482 
Ospcdaletto  n,  U,  8ii 
plague  ( 1 630-1)  3j 
printing  and  publishing  15-16, 

l8,  22,  2.3,  24,  35,  38,  31-3,  33, 
35-6.  37.  40,  63,  8l,  86,  180, 
18^201^24^440,4^4^ 

452,  453,  454,  455.  457.  458, 

46^467,48^489 
S  Giovanni  Evangelista  \u 
S  Lorenzo  (convent)  pi.  i,  2z8 
S  Madonna  deU'Orto  30 
S  Marco  7,  8^  31,  22,  24,  25,  26, 

27,  28,  20,  30,  31,  32,  34,  33. 

36,32,35,4^48,59,86,88, 

89,  19  s,  201,  249,  392,  439,453, 

468,  474;  S  Cecilia  (music 

guild)  31,  34 
S  Maria  Gloriosa  dei  Frari  35, 

48 

Scuola  Grande  di  S  Rocco  30,  35 
Socicta  Albrizziana  6 
Societa  S  Cecilia  5,  476 
Somaschian  seminary  6,  359 
study  in  lOj  25, 26, 29, 3^  32, 

33.  37.  46,  50.  S3,  63,  78,  179. 

1  Ho,  180,  201,  203,  220,  243, 

249,  279,  45J 
Tcarro  Grimano  82 
Teatro  Novissimo  32,  36,  37, 

U3.  460 
Teatro  S  Angelo  3L II,  32>  42i 

iqq,  25Q,  485,  48q 

Teatro  S  Apollinare  25,  37,  41, 

65,  251 

Teatro  S  Aponal  3j 
Teatro  SS  Apostoli  463 
Teatro  S  Cassiano  Q,  35,  27,  28, 

29,31.32,35,63. 459 
Teatro  S  Fantino  35 
Teatro  SS  Giovanni  e  Paolo  34, 

25,  27,  38,32,34,37,39,41, 

^^5^^8^81,439, 

459 

Teatro  S  Giovanni  Grisostomo 
?2i  3>>  36,  5J.     84,  85j  88, 
1^250,  286,42^48^4X5 

Teatro  S  Luca  32 

Teatro  S  Moise  35,  28,  40,  88, 
460 

Teatro  S  Salvatore  25,  3_i_,  255 
Teatro  S  Samuele  39,  40,  404 
see  also  Bergamo;  Brescia;  Padua; 
Verona 
Venice,  Patriarch  of  33 
Venosa,  Prince  of,  see  Gesualdo, 
Carlo 

Venturing  Francesco  165 
Veracini,  Antonio  10, 48,  301,  310 
Veracini,  Francesco  Maria  38, 48 
9.  S3.  6l.8A.  2<?5 

Veracini  family  48-0 
Vcrdier,  Pierre  60,  18a,  462 
Verloge,  Hilaire  244 


Vernio,  Count  of,  see  Bardi, 

Giovanni  de' 
Verocai,  Giovanni  80-00 
Verona  35, 80 
Cathedral  240 

court  theatre  31,  40,  51,  253 
Versailles  30, 85,  Qi-144,  U5,  iq8 
Maison  Royale  St  Louis  dc  St 
Cyr  113,  134,  135.  137,  143, 
425 

St  Louis  iij 
Versailles  chateau  94,  92,  198 
Cour  de  Marbre  pi.  4 
Grand  Cabinet  492 
as  hunting-lodge  467 
Muscc  143 

Theatre  des  Grandes  Ecuries 

Theatre  des  Pctits-Cabincts  133, 
138.  130.  503 
Versailles  court  8j_,  91,  04~5.  117, 
122,  tS5i  IS8.-  3243.363,  504 

Concerts  chez  la  Reine  99, 
Chambrc  47  s,  489,  493,  494,  503 
Chapelle  [Chapelle  Royale]  107, 
IO9,  1 10,  112,  117,  121,  124, 
130.  »36,  145,  482,  486.  400. 
499,  500 
Ecurie  95,  133 
Grands  Hautbois  1 12,  123 
Hautbois  et  Musettes  de  Poitou 
123 

Vingt-quatre  Violons  95,  103, 
130,  139.  142,  412,  488 
Vettcr,  (Andreas)  N'icolaus  192 
Viadana  [Grossi  da  \;iadana], 
I  .odovieo  31,214,  ll^i  39 1 » 45°. 
451,  452 
Viccntino,  Nicola  23 
Viccnza  3 1 ,  40,  86 
Accademia  Olimpica  31 
Cathedral  31 
Victoria,  Tomas  Luis  de  338,  344, 

451 

Vienna  10,  18,  2T,  23,  31,  35,  40, , 

4JJ42,42148.i4,7AS-L82J 
88,  89,  90,  164,  193,  196,  198, 

300,  203,  212,  22°J  225. 

2*0  n,  241,  343,  248  00,  383, 
444 

Burgheater  39 

Caecilien-Briidcrschaft  257,  49 1 
Carnival  350 

Congress  of  (1814-15)  315 
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Viscc,  Robert  de  143-4 
Vitali,  Filippo       90,  454 
Vitali,  Giovanni  Battista  io,  50, 

IL  55,  475 
Vitali,  Tomaso  Antonio  55 
Vitali  family  55 
Viterbo  184 

Vittori,  Loreto  68,  71-2 
Vivaldi,  Antonio  40-1 
appointments,  career  10,  14,  63, 
422.438 
concertos  18, 19, 39, 40, 109, 1 12, 
205.  391  (ex.  10},  398-400  (ex. 
12),  404,  412,  430,  439,  44i 

484,  485.  487.  492 
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Stadtkirche  205 
Weimar  court  1 54,  170.  1S6,  192, 
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